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This Compendium of his, I look upon 
as the cleared, the moil: ufeful, and re- 
gular Method of Introduction to Mu~ 
fie that is yet Extant. And herein I 
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THE 

PREFACE. 

I Have always been of Opinion, that if a 
Man had made any Difcovery^ by which 
an Art or Science might he learnt, with 
lefs ex fence of Time and Travel, he was obli- 
ged in common Duty, to communicate the 
Knowledge thereof to others. This is the 
chief (if not only) motive which hath begot 
this little Tredtife. 

Andthd* I know a Man canfcarcely write 
upon any Subjefl of this Nature, but the Sub- 
fiance will be the fame in EffeB which hath 
been taught before ; yet thus much I may af- 
firm ; that the Method is New ; and (as I 
hope) both plain and eafy : And fome things 
alfo are explicated, which I have not feen 
mentio7?d in a?iy former Author. 

I mufl acknowledge, I have taken fome 
Tar eels out of a Book I formerly Publijffd, to 
make up this Compendium : But I hope it is 
no Theft to ?nake ufe of ones own ; This being 
intended for fuch as have no Occafion to ufe 
the other. Alfo, the Firfi Part of this Book 

A 4 was 
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was Trinfed by it ' felf, upon a particular Oc- 
caftan :!5ut with Intention and Intimation of 
adding the other Part thereto, fo foon as they 
were<ready for the Prefs. 

Every Man is pleased with his own Concep- 
tions : But no Man can deliver that which 
fhall pleafe all Men. Some perhaps will he 
dijjatisfied with my Method in teaching the 
Principles of Compofition, the life of Dif- 
cords, and Figurate Defcant, in three diftinjFt 
Difcourfes, which others commonly teach to- 
gether^ promifcuoujly : But, I am clearly ofO- 
pinionjthat the Principles of Compofition are 
beft efiablifhed in plain Counterpoint ; and 
the Iffe ' of DKcords muft le known, before 
Fugurate Defcant can be formed. 

Others may Oljeff, That I fill up fever al 
Pages with things fuperfuous ; as namely^ 
my Difcourfe of Greater and Leffer Semi- 
tones, and piy fhewin'g that all the Concords, 
and other Intervals of Mufic arife from the 
Divifion of a Line or String into equal Parts \ 
which are not the Concern of Practical Mu- 
fic. *Tis Granted: "But my Demo?ifirati~ 
o7is of them are Practical ; and, tho* fome do 
not regard fuch things, yet others (I doubt 
not) will be both fatisfied and delighted with 
the Knowledge of them. 

If this which I now exhibit fhall any way 
promote or facilitate the Art of Mufic (of 
which I frofefs my [elf a zealous Lover) I 
have obt dined the f cope of my Defires, andthe 
end of my Endeavours. Or, if any Man elfe, 

by 
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► by my Example, pall endeavour to render it 
I yet more eafy, which I heartily wifl), I ft all be 
[ 'glad that Igavefome Occafion thereof. There 
\ is no Danger of bringing Mufic into Con- 
[ tempt upon that Account : The better it is 
I known and underwood, the more it will be 
I valued and efieemed : And thofe that are more 
\ Skilful, may fi ill find new Occafions (if they 
I pleafe) to improve their Kjiowledge by it. 
I will not detain you too long in my Pre- 
face ; only, let me defire you, FirB, to read 
over the whole Difcourfe, that you may know 
the Defign of it. Next, zvheu you begin 
where you have. Occafion for Infiru&ion (if 
you defire to be iriBrucJed by it) that you 
make your f elf p erf eel in that particular {and 
fo, of each other) before you proceed to the 
next following : By which means your Tro- 
grefs in it will be, both more fure, and more 
fpeedy. Laflly, that you receive it with the 
like Candor and Integrity with which it 
offered to you, ly 

.Your Friend and Servant 
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T O 

His much Honoured Friend 

Mr. Cbriftopber Sympfon* 

S I R,~ : 

Aving perus'd your Excellent Compen- 
dium of Mufic (fo far as my Time 
and your preffing Occafion could per- 
mit) I confefs it my greater! Concern to 
thank you for the Produft of fo Ingenious a 
"Work, as tends to the Improvement of the 
whole Frame (I mean as to the leaft and 
■moft knowing Capacities in the Rudiments 
of that Science) To fpeak in a Word ; The 
Subjeft, Matter, Method, the Platform and 
rational Materials wherewith you raife and 
beautify this Piece, are fuch as will erefit a 
lairing Monument to the Author, and oblige 
the World as much to ferve him, as he 
that is, 

Sir, 

lour moft Affe&ionate 

Friend and Servant^ 

John Jenkins. 
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i All Lovers of Harmony. 

PRincefs of Order, whofe eternal Arms 
Puts Chaos into Concord, by whofe Charms, 
The Cherubims in Anthems clear and even 
Create a Confort for the King of Heaven 1 
fcnfpire me with thy Magick, that my Numbers 
May rock the never fleeping Soul in Slumbws : 
Tune up my LYRE, that when I ilng thy Merits, 
My fubdivided Notes may fprinkle Spirits 5 
Into my Auditory, whilft their Fears 
Suggeft their Souls are Tallying thro' their Ears. 
What Tropes and Figures can thy Glory reach, 
rThat art thy felf the fplendor of all Speech ! 
Myfterious Music! He that doth the Right, 
Muft (hew thy Excellency by thine own Light : 
Thy Purity muft teach us how to praife ; 
J As Men feek out the Sun with his own Rays. 
What Creature that hath Being, Life, or Senfe, 
But wears the Badges of thine influence ? 
Music is Harmony whofe copious Bounds 
Is not confined only unto Sounds ; 
'Tis the Eyes Qbjeft (for without Extortion) 
It comprehends all things that have Proportion. 
Music is Concord, and doth hold Allufion 
With every thing that doth oppofe Confufion. 
In comely Architecture it may be 
Known by the name of Uniformity ; 
Where Pyramids to Pyramids relate. 
And the whole Fab-rick doth configurate ; 
In perfectly proportion d Creatures we, 
Accept it by the Title STMMETR1E: 
When many Men for fome Defign convent, 
!And all Concentre, it is call'd CO NSE NT: 

Where 
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Where mutual Hearts in Sympathy do move, 

Some few embrace it by the name oi LOVE : 

But where the Soul and Body do agree 

To Serve their God, it is D IVINlTTi 

In all Melodious Compojitions we, 

Declare and know it to be SIMP HO NT: 

Where all the Parts in Complication roll, 

And every one contributes to the whole. * „ 

He that can Set and humour Notes aright, ; ^ 

Will move the Soul to 'Sorrow, to Delight y 

1o Courage, CourteSy, "to ConSolation, 

To Love, to Gravity, to Contemplation : 

It hath been known (by its magnatick Motion) 

To raiSe Repentance, and advance Devotion. 

It works' on all the Faculties, and why ? 

The very Soul it felf is Harmony* v 

Music! itis the breath of jfoW Birth, . jv 

The Saints Employment and the Angels Mirth ; 

The Rhetoric of Seraphims ; a GWtf •' 

In the Kings Crown of new JeruSakm : 

They fing continually ; the Expofition- , 

jnuft needs infer, there is no Intermiffion. 

1 hear, fome Men hate Music ; Lit them [how 

In holy Writ what elfe the Angels do.: 

"Then thoSe that do defpiS e Such fared Mirth 

Are neither fit j or Heaven, nor for. Earth. 
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Praaical MUSIC, 

The Firft PART. 
Teaching the Rudiments 0/Sokg. 



§ i. Of the Scale of M U S I C K. 

THE End and Office of the S c a l e of 
Music, is to fhew the Degrees by 
which a Voice Natural or Artificial 
may either afcend or defcend. Thefe 
Degrees are numbred by Sevens. To 
ipeak of the Myftery of that Number, were to, 
deviate from the Bufinefs in hand. Let it fuffice 
that Music may be taught by any names of * 
things, fo the number of Seven be obferv'd in Af- 
cending or Defending by degrees. 

Our CorHmon Scale, to mark or diftinguifh thofe 
ftven Degrees, makes ufe of the fame fevenLet-J 

B ters 
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ters which in the Kalender denote the feven Days 
cjf the Week : v /&. A, B, C, D } E,F, G, after which 
fpllow A, B, C, &c. over again, fo often repeated 
as the Compafs of Music doth require. The Or- 
der^of thofe Letters is fuch as you fee in the ad- 
joined Scale ; to wit, in Afcending we reckon 
rHrm forward ; in Defcending backward. Where 






nh- 



'A 



Mv» 



n 



m 



Note, that every Eighth 

K Letter, together with its 

|C0hfaf Degree of Sound (whether 

JittJS-. / you reckon upward or 

77^^ * : \ downward) is flili the 

dr>ja_ Wmt. like, as well in Nature 

/ as Denomination. 

Together with thefe 
'{fctifjut Letters, the Stale confifts 
/ of Lines and Spaces, each 

Line and each Space be- 
ing a feveral Degree, as 
you may perceive by the Letters {landing in them. 
Those Letters are called Cliffs, Claves, or Keys ; 
becaufe" they open to us the meaning of every ^ 
Song. 

On the lowed Line is commonly placed this 
Greek Letter r which Guido Aretinus, who reduced 
the. Greek Scale into this Form, did place at the 
bitJtorn, to fignifie from whence he did derive it * 
and from that Letter the Scale took the Name of 
Gamma, or Gamut. 

On the middle of the Scale, you fee three of 
thofe Letters in different Characters ; of which' 
fome one is fet at the beginning of every Song. 
The loweft of them is the F Cliff, marked thus 5R 
which is peculiar to the Bafs. The higheft is a. 
G Cliff made thus ffi and fignirles the treble 
or higheft Part. Betwixt thefe two, ftands the . 
which is a Fifth ' Ijelow the * 
G Cliff, 1 



C Cliff maTktd thus 
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G Cliff, and a Fifth alfo above the F Cliff, as ycu 
may obferve by compting the Degrees in the 
Scale, reckoning both the Terms inclufively. This 
Cliff {landing in the middle, ferves for all inner 
Parts. 

When we fee any one of thefe, we know there- 
by what Part it is, and alfo what Letters belong 
to each Line and Space, which, though (for bre- 
vity) not fet down at large, are, notwithftanding 
fuppofed to be in thofe five Lines and Spaces, in 
fuch Order and Manner as they ftand in the Scale 
h felf. 



Bafi. 



EXAMPLE. 

Inner Parti, Treble. 




% 2. Of Naming the Degrees of Sound." 

BEfore we come to the Tuning of thefe De- 
grees, you may obferve, that a Voice doth 
exprefs a Sound belt, when it pronounceth fome 
Word or Syllable with it. For this Caufe, as 
alfo for Order and ftiftinftion fake, fix Syllables 
were ufed in former Times* w'a. Vt, Re, Mi, Fa, 
Sol, La, which being joined with thefe feven Let- 
ters, their Scale was fet down in this manner, as 
follows. 



B % 



Four- 



e la « 

d la fpl 

c folfa 
b fa% mi 
a la mi re 
g fol re ut |3? 
f fa ut 
elami -'" 






d la fol re 
c fol fa ut 
bfa% mi 
a la mi re • 
g fol re ut 
F fa ut gg — i 
E la mi 
D fol re 
Cfaut 
B mi — 
A re 
Tut 
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Four of thefe, to wit. Mi, 
Fa, Sol, La (taken in their fig- 
nificatfcy) are necefftry aflift- 
ance to the right Tuning of 
the Degrees of Sound, as will 
prefehtly appear. The other 
two Ut, and Re, are fuper- 
fluous, and therefore laid a- 
fide by moil Modern Teach- 
ers. 

. We will therefore make ufe 
only of Mi, Fa, Sol, La, and 
apply them to the feven Let- 
ters, which ftand for the De- 
grees of Sound, In order to 
which we mull firffc find out 
where Mi is to be placed ; 
which being known, the Pla- 
ces of the other three are known 
by Confequen.ee ; for Mi hath 

la 
fol 
fa 
mi 
la 
fol 



always A Ri, Sol, La above, dnd A La, Sol, Fa 
9 under it, in fuch Order and Manner as you 

fee them fet in the Margin.;?, I will therefore 
toy, only give you a Rule for placing of Mi, 
Sci and the Work is done. 



J RULE/^r flaring Mi. 



TH E firft and moft natural Place for Mi is in 
B : But if you find in that Line or Space 
which belongs to B, fuch a little Mark or Letter 
as this \b~\ which is called a b flat, and excludes 
Mi wherefoever it comes, then is Mi to be placed 
in E, which is its fecond natural Place. If £ 
have alfo a b flat in it ; then of neceffity, you 
muft place you Mi in A, 



Rudiments u/Song. 5 

I have feen Songs with a b y&z* /landing in A? 
in J3, and in E, all at once -, by which means il# 
has been excluded from all its three Places ; -but 
fuch Songs are irregular (as to that which we 
call the Sol-fa-wg ' o{ a Song) being defighed-for 
Inftruments rather than for Voices : However, if 
any fuch Song (hould be propofed to you, place 
I your Mi in D, with fa, fol, la above, and la 3 fol, ja 
under it, as formerly deliver'd 

§ 3. Concerning h Ylat.^ and $ Sharp. 

c .... * ~ • <\ 

AS for the b Flat we lafl mentioned, take No- 
tice, that when it is fet at the. beginning of 
[ a Song, it caufes all the. Notes {landing in that 
\ Line or Space, to be called Fa, throughout the 
whole Song. In any other Place, it ferves only for 
that particular Note before which it is placed. 
Mark alfo (and bear it well in mind) that .where*, 
foever you Sing Fa, that Fa is but the diflance o( 
a' Semitone, or Half-note from the Sound, of that 
Degree which is next under it ; which Semitone, 
together with its Fa, rauft of necefiity come twice 
in every OBave ; the Reafon whereof is, that the 
two principal Concords in Mufic (which are a 
Fifth and an Eighth) would, without that abate- 
ment, be thruft out of their proper Places. But 
{ this you will better understand hereafter. 

There is yet another Mark in Music, neceffa- 
f ry to be known in order to the right Tuning of 
' a Song, which is this $ called a Sharp. This Sharp 
is of a contrary Nature to the b Flat -, for, where- 
as that b takes away a Semitone from the Sound of 
the Note before which it is fet, to make it more 
t grave or flat, : This $ doth add a Semitone to the 
Note to make i^more acute or fiarp. 

B 3 If 
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If it be fet at the beginning of a Song, it makes 
all the Notes ftanding in that Line pr Space, to 
be Sharp ; that is, half a Tone higher, throughout 
the whole Song, or Leflbn, without changing 
their Name. In any other place, it ferves only 
for that particular Note before which it is ap- 
plied. 



§ 4. Of Tuning the Degrees s/Squnb. 

TUning is no way to be taught, but by Tu- 
ning ; and therefore you mud procure fome 
who know how to Tune thefe Degrees (which 
every one doth that hath but the leaft Skill in 
Music) to Sing them over with you, until you 
can Tune them by your felf. 

If yon have been accuftomed to any Inftru- 
jnent, as a Violin or Viol, you may by the help 
of ^ either of thefe (inftead of 'an aflifting Voice) 
guide or lead your own Voice to the perfeci 
Tuning of them, for every Degree is that di- 
ftance of Sound which may be expreft by ri- 
fmg gradually, Eight Notes taken from the plain 
Scale of the Violin-notes, beginning at Gfokeut 
on the Second Line, as you'll fee in the Exam- 
ple- 



EX A MP L £, 

GABCDEFG 

And 
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.-And leaft that .fhould be f too high you may 
begin from Cfaut on, the firft .added Ljne, yiz... next 
below the fiveufual JLines. V* ,.;\ "J 



EXAMPLE. 




These Examples being fuited to the "treble 
aud Tenor Voice,' it w,ill;not be amifs togive>you 
r ibme for the Baft, which Examples may be Play'd 
* on the Baft- Viol, or Harpjichord. 
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C D EFGAB C GABCDEFG 

* There being compafs of Notes in the latter, 
for any Voice which is to be perform 'd by ftriking 
of thofe Keys which exprefs any of the fore-cited 
Examples, begfritiing with either Gfolreut, or Cfaut 
in the Treble Clip; or with Cfaut, or Gfolreut in the 
Bafs Cliff, according to the Pitch of your own 
Voice : Either of which you will eafily find in the 
plain Scale for the Harpjichord with the fame 
Names, and ftanding on the fame Lines and Spa- 

• ces, as you fee 'em in the Examples foregoing' 

B 4 Ha- 
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' * H a vi yr g learnt to Tune them according to 
their natural Sounds, you may then proceed to 
Tune them when the Mi is rembv f d according to 
the following Examples. 

EX A M P L E. 

Vrebk!. ' MiinB.- Bafsl 



.$ol la mi fa folia fa fol Sol la mi/* fol lafafol 

.2y*£/<?. A§ in E. Bafs. 

So/ /<j /* fol la mi /* /$/ Sol la fa fol la mi fa fol 

Irehle. , Mi in A. Bafs. 

p.* D :=~:r:=-~:S:5i:iD: e :5~:r:z-ri 

Z.* mi /a /oi /* /* fol la La mi /* fol la fa fol U 

A n r> here you may obferve what an Advan- 
tage thefe four Syllables do afford us towards the 
right Tuning of the Degrees; for as Mi directs 
apt and fitting Places for ja, foh t $nd la, to ftand 
in due Order both above and under it 5 to fa 
doth ftew us where we are to place the Semitone^ 
or Half note ; which (as I faid) muft have two 
Places in each OElave, that the Degrees may meet 
the two Concords in their proper Places. 

1ST p w, as you have feen the three Places of Mi 
in the Gfohtut and Ijaut Cliffy which are the ire- 

hk 
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ble and Bafs ; 'tis requifite to give you an Exam- 
ple of them in~the Counter-Tenor, and Tenor-Cliff. 

Counter-Tenor, Tenor. 

Sol la mi fa fol, lafafol Sol la mi fa fol Ufa fol 



Sol la fa fol la mi fa fol Sol la fa fol la mi fa fol, 






•'• — F =~ — : it 

La mi fa fol la fa fol la La mi fa fol la fa fol la 



When you have brought your Voice to rife 
and fall by Degrees in manner aforefaid, I would 
then have you exercife it to afcend and defcend 
by Leaps, to all the Diftances in an OBav$ y both 
fiat and fiarp in manner as follows : 



EX All 
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Sol fa fol mi, fol fa fol foi t fol la fol fa, fol fa fol fol, 

Sol la fol fa t fol fol fol fajol mi fol fa, fol la fol fol. 

Having fpoken of Naming and Tuning of 
Sounds, it now comes in Order that we treat ofl 
their Length, or Quantity, according to Meafurd 
of Time ; which is the fecond Concern, or ConH 
fideration of a Sound. 



§ 5- O/Notes, their Names, and 
Characters, 

THE firft two Notes in Ufe, were Not a Longa 
t? Nota Brevis. (Our Long and Breve) in 
Order to a long and fhort Syllable. * Only they 
doubled, or trebled their Longa, and called it' 
Larga, or Maxima Nata, which is our Large. 

When Musick grew to more perfection, they 
added two Notes more, under the Names of 
femi brevis and Minima Nota (our Semibreve and 
Minum) which latter was then their fhorteft Note.. 



T* 
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T o thefe later times have added Note upon 
Note, tillat laft we are come to Demifemiquavers, 
which is the fhorteft or fwifceft Note that , we 
have now in Pra&iee... The Characters and Names 
pf fuch as are moft in ufe at prefent, are thefe 
that follow. : 



Swiibreve. 



Minim. 



Crotchet. 






Quaver. Semiquaver. 



Demifemiquaver. 



E^ 



The Strokes or Marks which you fee fet after 
them, are called Paitfes, or Refis (that is, a ceffa- 
tion, or intermiflion of Sound) and are of the fame 
length, or quantity (as to meafure of Time) with 
the Notes which ftand before them ; and are like- 
wife called by the fame Names, as Semifoeve Reft, 
Minum Reft, Crotchet Refts, &c. 

And now from the Names and Characters of 
Notes, we will proceed to their fyieafures, Quan- 
tities, and Proportions. 

$ 6. Of the Ancient Moods, or Measures 

c/NOTES. 

IN former Times they had four Moods, or Modes 
of meafuring Notes. The firfh they called Per- 
jeEi of the More (Time and Prolation being impli- 
ed) in which a Large contained three Longs, a 
Long three Breves, "a Breve three Semibreves, and 
a Semibnye three Minums ; fo it is fet down in 

later 
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later Authors, though I make a doubt whether* 
Semi breves and Minums (at leaft Minums) were e-l 
ver ufed in this Mood. Its Sign was this, ©3. 
: The fecond Mood had the Name of Perfect of 
the Lefs. In this, a Large contained two Longs, a 
Long two Breves, a Breve three Semibreves, and a 
Semibreve two Minums, The Time, or Meafure- 
Note in this Mood was the Zfof *, the Sign or Marki 
of this Mood, was this, O 3. 

The third Mood was named ImperfeB of the 
More. In which a X^t j contained two £o#gj, ai 
£o«g two Breves, a ifo^e two Semibreves, and a 
Semibreve (which w*as the "time-Note in this Muod) 1 
contained three Minums. Its M^ark or Sign" was 
this, $ 3. 

The meafure of thefe three Moods was Tripla, , 
of which more hereafter. To tell you their Di- 
ftinction of Mood, Time, and Prolation, were to lit- 
tle purpofe \ the A&oi* themfelves wherein they 
were concerned, being now worn out of ufe, 

T.h e fourth Mood they named ImperfeB of the 
'Lefs, which we now call the Common Mood, the 
other three being laid afide as ufelefs. The Sign, 1 
of this Mood is a Semicircle, thus, C, which de- | 
notes the floweft Time, and is generally fet be- 
fore grave Songs, or Leflfons ; the next is this, § 
which is a Degree failer, the next Mark thus, $ 
or thus, 2, and is very faft, and denotes the 
quickeft Movement in this Meafure of Common 
Time ; as for Tripla 'Time, I fhall fpeak of it here- J 
after. In this Meafure of Common Time, one Se- 
mibreve which is the longeft Note, contains 2 I 
Minums, 4 Crotchets, ^8 Quavers, &c. which (for 
your better underftanding) is prefented to our 
View in the following Scheme. 

EXAM- 

,_^ rJfc 
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n 




Common Time 
Semibreve 
Minums J 



Note, that the Large and Long are now of lit- 
tle ufe, being too long for any Voice, or Inftru- 
jpent (the Organ excepted) to hold out to their 
Yull length. But their Refls are flill in frequent 
life, efpecially in grave Muiic, and Songs of ma- 
ny Parts. 

You will fay, if thofe Notes you named be 
too long for the Voice to hold out, to what pur- 
pofe .were they ufed formerly ? To which I an- 
fwer ; they were ufed in Triplet Time, and in a 
'quick Meafure * quicker (perhaps) than we now 
make our Semibreve and Minum. For, as after-times 
added new Notes, fo they (ftill) put back the for- 
jner into fomething a flower Meafure, 
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OUR next Bufinefs is, to confider how (iri 
fuch a Diverlity of long and fhort Notes) 
We come to give every particular Note its duel 
Meafure, without making it either longer, on 
fhorter than it ought to be. To effect this, wel 
ufe a conftant Motion of the Hand. Or, if the] 
Hand be otherwife employed, we ufe the Foot. If 
that be alfo ingaged, the Imagination (to which 
thefe are but afliftant) is able of it felf to perform! 
that Office. But in this place we mud have re-J 
courfe to the Motion of the Hand. 

This Motion of the Hand is down and up, fuc- 
ceflively and equally divided. Every down and up 
being called a Time, or Meafure ; and by this we, 
meafure the length of a Semiheve ; which is there- 
fore called the Meafure-Note, or Time-Note, And 
therefore, look how many of the fhorter Notes 
go to a Semibreve (as you did fee in the Scheme) fo 
many do alfo go to every Time, or Meafure. Up- 
on Which Accompr, two Minums make a Time, 
one down, and the other up , four Crotchets a Ttme, 
two down, and two up. Again, eight Quavers a 
lime, four down, and four up. And fo you may 
compute the reft. 

But you may fay, I have told you that a Semi- 
breve is the length of a Time, and a Time the 
length of a Semibreve, and ftill you are ignorant 
what that length is. . 

To which I anfwer (in cafe you have none 
to guide your Hand at the "rlrff meafuring of 
Notes) I would have you pronounce thefe Words 
[one, two, three, four] in an equal length, as you 
would (leifurely) read them, then fancy thofe 
four Words to bs four Crotchets, which make up 

the 
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the quantity or length of a Semibreve, and con- 
sequently of a Time, or Meafure ; in which let 
thefe , two Words [one, two] be pronounced with 
the Hand down, and [three, four) with it up. 
In the continuation of this Motion you will be 
able to meafure and compute all your other Notes. 
Some fpeak of having recourfe to the Motion of a 
lively Pulfe for the meafure of Crotchets ; or, to the 
little Minutes of a fteddy going Watch for Qua- 
*vers f by which to compute the length of other 
"Notes ; but this which I have delivered* will (I 
think) be moft ufeful to you. 
« I t is now fit that I fet you fome eafie andihort 
Leflbn, or Song, to exercife your Hand in keep- 
ing Time ; to which purpofe this which follows 
(hall ferve in the firft Place ; with Mi in J5, ac- 
cording to what hath been delivered ; where ob- 
ferve, that when you fee a Prick, or Point like 
this [ # ] fet after any Note, that Note muft have 
half fo much as its Value comes to, added to it : 
That is, if it be a Semibreve, that Semibreve, with 
its Prick, muft be holden out the leDgth of three 
Minums : If it ftand after a Minum, that Mihum 
and the Prick muft be made the length of three 
Crotchets ; but ftill to be Sung or Play'd as one 
entire Note. And fo you may conceive of a Prick 
after any other Note. 
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; £0/ mi fa fol fd mi' /*/ jfo mi /* /a/ : 

1234 1234 1234 1234 12341234 
7 8 $> 10 11 12 

La mi ^ /"*/ fol fa fol fol 

1^34 n'34 1*3412 34 1234 1234 

Here you have every Time, or Meafure di- 
flinguifhed by Strokes croffing the Lines 5 which 
Strokes (together with the Spaces betwixt them) * 
are called Bars. In the third Bar you have a Mi- 
lium with a Prick after it ; which Minum and P'ick 
muft be made the length of three Crotctots. In 
the Eighth Bar you have a Minum Reft which you 
mull (filently) meafure, as two Crotchets ; accord- 
ing to the two Figures you fee under it. 

The fecond Staff, or Stanza is the fame as the 
firft ; only it is broken into Crotchets (four of 
which make a Time) by which you may exactly 
rneafure the Notes which Hand above them, ac- 
cording to our propofed Method 

When you can fing the former Example in exacl; 
Time, you may try this next, which hath Mi in E. 

1 
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Sol la fol fa mi la fa mi la la fol 
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I n the Eighth &zr of this Example, yon have a 
Minum Reft, and a Crotchet Reft ftanding bo* h to- 
gether, which you may reckon as thr~e Crotchet 
ReftS) according to the Figures' which iland un-* 
der them. 

This Mark tf which you fee at the end of 
the five Lines, is fet to direct us where the firft 
Islote of the next five Lines doth ftand, and is 
therefore called a Direcier 

We will now proceed to quicker Notes, in 
which, we muft turn our dividing Crotchets into 
Quavers * Four whereof iinufl: he Sung with the 
Hand down, and Four wjth j t up. 

Your Example (hail be fet with a G Cliff, and 
Mi in A, that you rna> be ready in naming your 
[Notes 'in any of the Cliffs. 
I...-- s C EXAM- 
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la mi /«. /* mi la fol hi fit 
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Hear you have a Prkh Crotchet (or Crotchet 
with a Prick after it) divided into three Quavers, 
in feveral Places of this Example ; expreflfed by 
the Quavers in the" under Staff; which Quavers I 
would have you to Sing, or Play often over, that 
they may teach you the true length of your 
Prkki Crotchet, which is of great -Ufe for Singing, 
or Playing exa&ly ill Time. : 

When you fee an Arch, or Stroke drawn over, or 
under two, three, or more Notes, like thofe in the : 

low- 
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f lower Staff of the lace Example, it fignifies in 

I Vocal Mafic, fo many Notes to be Sung to one 
Syllable (as Ligatures did in former Times) in 
Mufic made for Viols, or Violins, it fignifies fo 
many Notes to be played with one Motion of the 

• Bow. ; 

Two Strokes thro' the Lines fignifies the end of 
a Strain. If they have Pricks on each fide thus, : Jf • 

i the Strain is to be repeated. "**" 

This Mark -£ fignifies a Repetition from that 

'.place only where it is fet, and is called a Repeatfc&J 
This Mark, or Arch o is commonly fet at the 
end of a Song, or Leffon» to figni fie the Clofe, or 
Conclufion. It is alfo fet, fometimes, over cer- 

[ tain particular Notes in the middle of Songs, 
when (for humour) we are to infift, or ftay a little 
upon the faid Notes ; and thereupon it is called 
a Stay, or Hold, 

§* 8. Of driving ^Note. 

SYNCOPE, or driving a Note, is, when aftef 
fome fhorterNote which begins the Meafure, 
or Half-meafure, there immediately follow two, 
three, or more Notes of a greater quantity, be- 
fore you meet with another fhort Note (like that 
which began the driving) to make the number 
even ; as when an odd Crotchet comes before two, 
three, or more Minums ; or an odd Quaver before 
two, three, or more Crotchets, 

To facilitate this, divide always the greater 
Note into two of the Lefier ; that is, if they be 
Minums, divide them into two Crotchets a piece j if 
Crotchets, into two Quavers, 
-■■■* 
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In this Example, 'the firft Note is a Crotchet, 
\vhich drives through the Minum into D, and the 
Meafure is made even by the next Crotchet in C. 

The fecond JBtfr begins with a Prickt-Crotchet, 
■which is divided into three Quavers, in the lower 
Staff, as formerly fhewed. In the fame Bar, the 
Crotchet in G, is driven through three Miliums, viz,. 
thofe in E, D, C, and the number is made even 
by the Crotchet in B, which anfwers to that Crotchet 
which begun the driving. The fifth ifor begins 
with 'a Quaver, which is driven through the three 
Crotchets, Handing in C, B, A, and is made even by 
the Quaver in G, which anfwers to it,, and fills up 
the Meafure. All which is made- eafie by divi- 4 
ding them into fuch leffer Notes as you fee in the 

lower Staff. . J> 

§ 9 Con* 
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' § 9. Concerning Odd Rests. 

OD D &?y?f we call thofe which take up only 
fome Part, or Parcel of a Semi breve Time, or 
Meafure, and have always reference to fome odd 
Note ; for by thefe two Odds the Meafure is made 
even. 

: There moft ufual Place is the beginning, or 
middle of the Time, yet fometimes they are fee 
in the latter Part of it, as it were, to fill up the 
Meafure. 

I f you fee a fhort Reft ftand before one that 
is longer, 'you may conclude that the fhort Reft 
is fet there in reference to fome odcLNcte which 
went before : For their is no fuch thing as driving 
>a fhcrter Reft through a longer, like that which 
we (hewed in Notes. 

When two Minum-Refts (land together (in 
Common Time) you may fuppofe that the firft of 
them belongs to the foregoing Time, and the fe- 
cond to the Time following ; otherwife they 
would have been made one entire Semi breve- Reft. 

Whin we have a Minim- Reft with a Crotchet- 
Reft after it, we commonly count them as three 
Crotchet- Re fts. In like manner we reckon a Crotchet 
and a Quaver- Reft as three Quaver- k efts ; and a 
Quaver and Semiquaver as three Semiquaver- Re fts. 

Concerning the Minum and Crotchet- Reft, I 
need fay 00 more, fuppofing you are already well 
enough informed in their Meafure, by what has 
been delivered : The chief difficulty is in the o- 
ther two ; to wit, the Quavzr and the Semiquaver- 
Refts ; which indeed, are mofl us'd in Inftrumen- 
tal Mufic. 

Tour befl way to deaf vith thefe at firft; is to 
play them, as you would do Notes of the fame 

C 3 quatv 
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quantity ; placing thofe fuppofed, or feigned Notes* 
in fuch a place as you think moft convenient. I 
will give you one Example, which being well con- 
fider'd and pra&is'd, will do the Bufinefs. 

E X J MT I E. 
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Practice this Example, firft according to the 
fecond, or lower Staff. And when you have made 
that perfect, leave out the Notes which have Dag- 
gers over them (and in Inftrumental Mufiathe 
Bows which did exprefs them) and then it will be 
the fame as the firft Staff. By this means you 
wiU get a Habit of making thefe fliort Refis in 
their due meafure. 

^ The Notes you fee with one Dafli, or Stroke 
tnrough their Tails, are Quavers. Thofe with 
two Strokes arc Semiquavers. When they have 
three, they are Dmifemiqvauers. 

§ 10. Of 
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Triph 'Time 
Minum 
Crotchets J 
Quavers ' T**] 

Semiquavers 




WHEN you fee this Figure [3] fet at the 
beginning of a Song, it fignities that the 
Time, or Meafure muft be compted by Threes, 
as we formerly did it by Fours, as in the forego- 
ing Scheme. 

Sometimes the Trifla confifts of three Minums 
to a Meafure. The more common Trifla is three 
Crotchets to a Meafure. 

I n thofe two forts of Tripla, we compt, cr 
imagine thefe two Words [one, two"] with the Hand 
down ; and this Word {three] with it up, fee the 
Examples following, with their proper Figures 
fix'd to 'em. 



Trip- 
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Tripla of Three Minums to a Meafure] 
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/Tripla of Three Crotchets to a Meafure. 
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,- There are divers Tripla s of a (hotter Meafure, 
which by reafon of their quick Movement, are 
ufually meafured by compting three down, and 
three up, with the Hand ; fo that of them it may 
be faid, that two Msafures make but one Time, 
and thofe quick Triplets are prick't fometimes 
-with £rotchets and Minwm ; and fomenmes with 
Quavers and Crotchets. I will fet you one Exam- 
ple prick't both ways with their proper Moods 
fixfto 'em, • that you may not be ignorant of ei- 
ther., when they fhall be laid before you. 

Trip- 
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Tripla of Six Crotchets to a Meafure. ' 
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Besides thefe feveral Sorts of Iriplas before 
jnentioned, you will meet with thefe feveral Moods 
s which follow, as 3 Quavers in a Bar, whofe iWW 
is mark'd thus, 4 p Qtidvers in a Bar mark'd 
thus -f, and is beat 6 down, and 3 up. Twelve 
Quavers in a Bar mark'd thus V% and is beat 6" 
down, and 5 up, the fame you have in Crotchets, 
as the laft two mentioned, which carry the fame 
Moods) and are beat the fame way. 
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' The like may be underflood of any other 
Proportion, which Proportions, if they be of the 
greater inequality (that is 3 when the greater Fi- 
gure doth (land above) do always fignifie Dimi- 
nution ; as 4- called Sefquialtera Proportion, which 
fignifies a tripla Meafure of three Notes to two, 
: fuch like Notes of Common-time , or as •£ which 
fignifies a Meafure of fix Notes to four of the 
like Notes in Common-time. 

Which in this Acceptation is the Jetfening, or 
abating iomething of the full value. of the Notes, 
a thing much ufed in former times, when the 
Triple Moods were in ujfe. 

§11. Of Diminution in former Practice* 

( Iminution (in this Acceptation) is the lef- 
fening, or abating femething of the full 
value, or quantity of Notes * a thing much uied 
in former times, when the 'triple Moods were in 
Faihion. Their firft Sorts of Diminution were 
by Note ; by Refts ; and by Colour. By Note ; as 
when a Semibreve followed a Breve (in the Mood 
PerfeSl of the Lefs) That Breve was to be made 
but two Semibreves y which otherwife contained 
three. The like was obferved, if a Mlnum came 
after a Semi breve, in the Mood named Imperfeci of 
the Mr/e 3 in which a Se?nihreve contained three 
Minums. 

By Reft ; as when fuch Refts were fet afcer like 
Notes. 

Br Colour, as when any of the greater Notes, 
which contained three of the lefler, were made 
black -, by which they were diminiflied a third 
Part of their Value. 

Another Sign of Diminution is the turning of 
the Sign of the Mood backward, thus | (being 
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ilill in Ufe) which requires each Note' to bq 
Play'd, or Sung twice fo quick as when it ftaridsl 
the ufual way. Alfo a Dafh, or Stroke through 
the Sign of the Mood thus § is properly a Sign 
of Diminution ,* though many dafh it fo, with- 
out any fuch Intention. 

They had yet more Signs of Diminution ; as 
Croffing, or Double-dafhing the Sign of the Mood ; 
alfo the fetting of Figures to fignitie Diminution 
in Dupla, Trip la, Quadruple Proportion •, with o- 
ther fuch like, which being now out of Ufe, I 
will trouble you no further with them. And this 
is as much as I thought neceifary for Tuning and 
Timing of Notes, which is all that belongs to 
the Rudiments of Song, 
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COMPENDIUM, 
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Practical MUSIC 



The Second PART. 

Teaching the Principles <?/ Composition. 




§1. O/COUNTERPOINT. 

EFORE Notes of different Meafure 
were in Ufe, their way of Compofing 
was, to fet Pricks, or Points one againft 
anorher, to denote the Concords ; the 
Length, or Meafure of which Points was Sung 
according to the Quantity of the Words, or Syl- 
lables which were applied to them. ' And becaufe, 
in Compofing our Defcant, we fet Note againft 
Note, as they did Point againft Point, from thence 
k flill retains the name of Counterpoint. 

In 
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•■ . Jn reference to Compodtion in Counterpoint, i\ 
mull propofe unto you the Bafs i as the Ground- 
work, or Foundation upon which all Muficali 
Competition is to be erected : And from this Baft] 
we are to meafure, or compute all thofe.Diftari* 
ces, or Intervals which are requifite for the joyn- 
irig of other Parts thereto. 

§2. Gf Intervals. 

AN Interval in Music is that Diftance, on 
Difference which is betwixt any two 
Sounds, where the one is more Grave, the other] 
more Acute. 

In reference to Intervals, we are firfl to confi- 
der an Vnifon ; that is, one, or the fame found ; 
whether produced by one fingle Voice, or divers 
Voices founding in the fame Tone. 

This Vnifon , as it is the firfl: Term to any In* 
terval, fo it may be confidered in Mufic as an 
Unite in Arithmetic!^ or as a Point in Geometry* 
hot divisible. 

A s Sounds are more, or lefs diftant from any 
fuppofed Vnifon, fo do they make greater, or leffer 
Intervals ; upon which Accompt, Intervals may 
be faid to be like Numbers, Indefinite. But thofe 
which we are here to confider, be only fuch as 
are contained within our common Scale of Mu- 
fic ; which may be divided into fo many Paro- 
tides, or Sections (only) as there be Semitones, or 
Half -notes contained in the faid Scale ; That is 
to fay, Twelve in every clave; as may be ob- 
ferved in the Stops of fretted Inftruments, or in 
the Keys of a common Havpfichord, ox .Organ. 
Their Names are thefe that follow. 

12. Diapa-- 
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12. Diapafon. 12, Odave, or $tb. 

1 1. Semediapafon. 1 1. Defedive 8*£. 

11. £<?£*. major, 1 1. Greater 7^. 

io. &pf. wwwr. 10. Leffer yth. 

p. Hexachordon ma. 9. Greater d*i&. 

8. Hexachordon mi. 8. Leffer ^. 

7. Diapente. 7. Per fed ?*&:' 

__ 5. Semidiapmtei 6. Imperfed %th. 

tf. I'ritone. 6. Greater 4th. 

5. Diateffaron. 5. Perfed 4th. 

4. Ditone. 4. Greater 3*/. 

3. Semi ditone, 3. Leffer 3^. 

2. "tone. 2. Greater id. 

1. Semitone, 1. Leffer 2 A 

Unifon. One Sound. 

Where take Notice, that the DefeBive %th and 
^Greater yth are the fame Interval in the Scale of 
Mufic. The like may be faid of the DefeBive $tb 
land Greater 4th. Alfo you may obferve, that the 
Particle Semi, in Semidiapafon, Semidiapente, dec. 
doth not fignifie the half of fuch an Interval in 
Mufic h but only imports a deficiency, as want- 
ing a Semitone of Perfedion. 

Out of thefe Semitones, or Half-notes, arife all 
thofe Intervals, or Diflances which we call Concords- 
and Difcords. 

§ 3. 0/ Concords. 

CONCORDS in M«> are thefe, 3J, 5^, &£,' 
8^. By which I alfo mean their OBaves y 
ks 10th, nth, lph, 15th, &c. All other Intervals, 
(as 2d, 4th, jth, and their OBaves, reckoning 
from the Bajs, are Difcords $ as you fee in the 
following Scale. 

As 
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Concords. 
8 22 
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Difcords, 
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Perfetf. Imperfect- Difcords* 



,: A s r you; fee 
the Concords and 
Difcords compu- 
ted here from the 
loweft Line up-' 
Wards ; fo are 
they to be reck- 
oned from any 
Line, or Space 
wherein any Note 
of the Bafs doth 
ftand. 



Again, Concords are of two forts; PerfeB 
and ImperfeB, as you fee denoted under the Scale. 
PerfeBs are thefe, $th, $th, with all their Oclaves.j 
ImperfeBs are a 3 d, 6th, and their O&aves, as you 
fee in the Scale. 

Imperfect^ have yet another Diflinction ; tb 
wit, the Greater and Lejfer 3 d, as alfo the Greater 1 
and Lejfer 6th. 

§ 4. Taj] age of the Concords. 

FIRST take Notice, that PerfeBs of the fame 
kind, as two phs, or two Sths rifing, or fall-'* 
ing together, are not allowed in Compofition 5.. 
as thus, 



Not allowed- 



Not allotted. 



UTT ,. ;"J A— ~i ... ___r, Q_ii«_S v-Q— J— £}■ 
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But 
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But if the Notes do either keep ftill in the fame 
Line, or Space, or remove (upward or downward) 
into the O&ave ; two, three, or more Ferfe&s of 
the fame kind may in that be allowed; 

ft X J M P L.E. 
Allowed. Allowed. 



B-B-P-fh-B- 



5 5 



5 5 5 5 



5 8 8 8 
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8 8 






Also, in Compofition of many Parts (where 
neceflity fo requires) two jths, or two Sths may 
be tolerated, the Parts pa fling in contrary Motion, 
thus : 



Allowed in Compofition of many Parts; 
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5 5 



5 5 
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The PafTage from a 5^ to an $th, of from an 8^ 
to a 5^, is (for the moft part) allowable 5 fo that 
*he upper Part remove but one Degree. 

As for ids, or 6ths which are Imperfect Con- 
cords ; two, three, or more of them, Afcending or 
Defcending together, are allowable and very ufual; 

In fine you have- liberty to change from anyone, 
•to any other different toncord. Firfr, when one 

D of 
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of the Parts keeps its Place. Secondly, when both - 
the Parts remove together, fome few Paflages ex- 1 
cepted, as being lefs elegant in Compofition of! 
two, or three Parts ; though in more Parts morel 
Allowance may be granted to them. The Paffa-I 
ges are thefe that follow. 

P off ages not allowed in few Parts. , I 

iiiiiiiiiii 

6 8 6 







— --^y 




The Reafon why thefe Paffages are not allowed,: 
fhall be fhewed hereafter. 

§ 5*. Concerning the Key, orToNE. 

EVERY Compofition in Mufic, be it long or 
. fhort, is (or ought to be) defigned to fomd 
one Key or Tone, in which the Bafs doth alwaysj 
conclude. This Key is faid to be either Flat or 
Sharp h not in refpe&of its felf ; but in relation! 
to the Flat or Sharp %d which is joined to it. 

To diftinguifli this, you are firft to confider its 
$th, which confifts always of a Leffer and a Grea-l 
ter 3^, as you fee in thefe two Inftances, the Key 

being in G. 

Greater 
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'tSk^Greater 3<?. 



[Leffer 3d. 
— q— Greater 3d. 



If the leffer $d be in the lower place next tY 
the Key, then is the Mufic faid to be fet in r 
flat Key: But if the Greater $d ftand next to 
the Key as it doth in the fecond Inftance, then 
the Key is called Sharp. 

I will (hew you this Flat and Sharp 3 d, applied 
ed to the Key in all the ufual places of an O&ave ; 
to which may be referred fuch as are lefs ufual ; 
for however the Key be placed, it muft always 
have its $th divided according to one of thefe two 
ways ,- and confequently, muft be either a Flat, 
or a Sharp Key. 



flat. 

:§ : i : i 

Sharp. 



EXAMPLE. 

Sharp. Flat- Sharp. 



Flat. 
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Flat. 



Sharp. 



Flat. Sharp. 
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Flat. Sharp. Flat. Sharp. 

Q. 
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As 
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A s the Bafs is fet in a Flat, or Sharp Key ; fo 
muft the other parts be fet with Flats y or Sharp 
in all the O&aves above it. 



§ 6. Of the Closes, or Cadences heh?ig- 
ing to the Key. 

HAVING fpoken of the Key, or Tone ; it 
follows in order, that we fpeak of tile Clo- 
fes, or Cadences which belong unto it. And here 
we rauft have recourfe to our forementioned ^th 9 
and its two ids, for upon them depends the Air 
of every Compofition ; they ferving as Bounds or 
Limits which keep the Mufic in a due decorum. 

True it is, that a skilful Compoler may (for 
variety) carry on his Mufic (fometimes) to make 
a middle Clofe or Cadence in any Key ; but here 
we are to inflruct a Beginner, and to fliew him 
what Clofes or Cadences are raoft proper and na- 
tural to the Key in which a Song is fet. 

Of thefe, the chief and principal is the Key it 
felf ; in which (as hath been faid) the Bafs muft 
always conclude ; and this may be ufed alfo for 
a middle Clofe near the beginning of a Song, if 
one think fit. The next in dignity, is the $th 
above; and the next after that, the 3 J. In thefe 
three Places middle Clofes may properly be made, 
when the Key is flat. «*. 
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Key Flat. 
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But if the Bafs be fet in a Sharp Key; then it 
is not fo proper, nor eafie, to make a middle Clofe 
or Cadence to end upon the fharp 3d, and there- 
fore (inftead thereof,) we commonly make ufe of 
the 4th or 2d above the Key for middle Ciofes. 

EXAMTLE, 

Key Sharp, m 

>lol^ e y» ^' ^th. 2d. Key. 

Thus you fee what Ciofes belong to the Key, 
bofh flat and fharp ; and by thefe two Examples 
fet in G 9 you may know what is to be done, tho 3 
the Key be removed to any other Letter of the 
Scale. 

§ 7, How to frame a Bbss. 

i.T ET the Air of your Bafs be proper to the Key 
JL/ defigned.. 2. If it have middle Ciofes, let 
them be according to the late Examples, 3. The 
longer your Bafs is, the more middle Ciofes will be 
required. 4. The movement of your Bafs mud be 
(for the moft part) by Leaps of a 3 d, 4th, or ph, 
ufing Degrees no more than to keep it within the 
proper Bounds and Air of the Key. Lafllyj I 
would have you to make choice of a fiat Key to 
begin with ; and avoid the fettin*g of jharp Notes 
in the Bafs, for fome Reafons which (hall appear 
hereafter. Let this fhort Bafs which follow ferve 
for an Inftance ; in which there is a Clofe or Secti- 
on at the end of the fecond Eur. 
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Bafs> 
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§ 8. How to joy n a Treble to the Bass. 

THE Bafs being made, your next^bufinefs is to 
join a 7r^/e to it ; which tcHeffecl: (after 
you have placed your Treble Cliff) you are to fet a 
Note of the fame quantity with the firft Note of 
your Bafs ; either in a 3 J, 5^, or Sth above your 
itf/} ; for we feldom begin with a 6th in Counter- 
point. 

N o w, for carrying on the reft, your fecureft 
way is, to take that Concord, Note after Note, 
which may be had with the leaft remove ; and that 
will be, either by keeping in the fame place, or 
removing but one Degree. In this manner you 
may proceed until you come to fome Clofe or 
Sedion of the Strain j£at which you may remove 
by Leap to what Concord you pleafe ; and then 
carry on the reft as before. 

By this means you will be lefs liable to thofe 
Difallowances formerly mentioned, moft of them 
being occafioned by Leaps of the upper Part. 

Only let me advertife you, that We feldom 
ufe Sths in two Parts, except beginning Notes, 
Ending Notes, or where the Parts move contra*- 
ry ; that is, one rifing, the other falling. 

I f you fet a Figure under each Note as you 
Prick it, to fignifie what Concord it is to the Bafs, 
as you fee in the following Examples, it will be 
feme cafe to your Eye and Memory. 

EX- 
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EXAM. I, le ginning with a 5 th. 

Treble> ZZ~Z§Zji.Z~AZ ZJZdlfcgZ-. Z~. I. Z JZ3! 



39 
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5 8 



Treble.— 



3 8 

zdzz: 



EXAM. II, leginningwith a 3d. 
EX AM. Ill, beginning with an 8 th. 
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i>. 
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3 5 8 6 3 



5 3 









Take Notice that the £*/} making a middle 
Clofe at the end of the fecond Bar, your Treble may 
properly remove by Leap, at that place, to any o- 
ther Concord, and then begin a new Movement 
by degrees ; as you fee in the firft Example. 

I propofe this Movement by degrees, as the mod 
eafie, and moft natural to the 'Treble Part in plain 
Counterpoint ; yet I do not fo confine you thereto, 
but that you may ufe Leaps when there fhall be any 

D 4 Qccar 
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Occafion ; or when your own Fancy (hall move 
you thereto ; provided thofe Leaps be made into 
Imperfeft Concords, as you may fee by this Example. 



Trebk.ZZZ-ZZZ^Z. 



3 S 3 5 3 3 3 5 3 



Having told you that we feldom ufe Sths in two. 
Parts, 'tis fit I give you forne Acpompt of thofe in 
the late Examples ; The firft is in the third Bar of 
the firft Example, where 'the Treble meets the Bafs 
in contrary Motion ; therefore allowable. In the 
fecond Example are three Sths. The firft in the firft 
Bar, the Treble keeping its place, and therefore al- 
lowable. The fecond meets in contrary Motion ; 
the third keeps its place. In the third Example are 
two 2ths 3 the firft begins the Strain, the fecond the 
latter Part thereof; in all which beginnings, an Sth 
may properly be ufed. daftly, all thofe Sths which 
you fee at the Conclufion of the Examples, are 
not only allowable, but moll proper anal natural. 

As for thofe two Sharps which you fee in the 
fecond Example ; the firft of them is difputable, 
as many times it happens in Mufic ; in which 
doubts the Ear is always to be Umpire.'- The o- 
ther Sharp depends more upon a Rule ; which is, 
that ivhen the Bafs doth fall a 5 th, or rife a 4th $ 
that Note, from which it fo rifes or falls, doth com- 
monly require the Sharp or Greciter 3d to be joined to 
it And being here at the Conclufion, it hath a 
further Concern ; which is, that a Binding Ca~ 
dence is made of that Greater 3 J, by j'oyningpart 
of It to the foregoing Note, which is as frequent 

in 
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in Mufic at the Clofe or Conclusion, as Amm at 
'the end of a Prayer. '■ Examples of it are thefe 
that follow: l ■•' - ^ 
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Greater 3d. " Cadence 3d. 



Cadence 3d. 
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Cadence 3d 
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Cadence 3 4. - Cadence 3d. 
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This Cadence may be ufed by any Part which 
hath the Greater id in the next Note before a 
Clofe. 

' r ' There is another fort of Cadence frequent in 
Mufic (but not- at Conclufion) in which the 
Grsaier 6th doth dettd part of its Note to the 
Note which went before ; the Bafs Defcending 
a f Tone or Setfiitdrte, thus : , 



-_ r ^„ 



L§:ilizi:$3z§3f^=:^i™§=^ 



Greater 6th. 



Cadence. 



Cadence. 



This alfo is appliablc by. any Part, or in any 
Key where the Greater 6tbh joined to fuch 
Notes of the Bafs. 

' V I 



4,2 A Compendium of M u s i c. 

• I would now have you frame a Bafs of you$ 
own, according to former Inftruftions, and try? 
how many feveral ways you can make a Treble to| 
it. 

When you find your felf per feci: and ready 
therein, you may try how you can add an inner 
Part to your Treble and Bafsy concerning whichy 
take thefe Inftru&ions. 



§ 9. Composition of Three Parts. 

FIRST, you are to fet the Notes of this Part in 
Concords different from thofe of the Treble^ 
2. When the Treble is a $th to the Bafs, I would 
have you make ufe either of a 3d, or an Stb 
for the other Part ; and not ufe a 6th there- 
with, until I have (hewed you how, and where | 
a $th and 6th may be joined together ; of which 
more hereafter. 3. You are to avoid Sths in ( 
this inner Part Hkewife, fo much as you can 
with Convenience. For though we ufe $ths as 
much as Imperfects, yet we feldom make ufe 
of Sths in three Parts, unlefs in fuch Places 
as we formerly mentioned. The Reafon why 
we avoid §ths in two or three Parts, is, that 
Imperfect Concords afford more variety upon ac- ! 
compt of their Majors and Minors ; befides, Im- 
perfects do not cloy the Ear fo much as Perfects ** 
do. 

* We will make ufe of the former Examples, 
that you may perceive thereby how another Part 
is to be added. 



BX- 



Principles of Composition, 43 

EXAM, I. 

5 3 5 3 5 «3 8 3 5 8- 
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EXAM III. 
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That b flat which you fee in the third Bar of 
all the three Examples of the inner Part, is fetj 
there to take away the harfh Reflexion of Efiarp\ 
againft b flat the foregoing Note of the Bafi :\ 
which is that we call Relation Inharmonical, o£ 
which I (hall fpeak* hereafter. As* for the Sharpsi 
I refer you to what I faid formerly of them : OnH 
ly take Notice that part of the fiatp $d in the Tre- 
ble Part, of the fecond Example, is joined to thej 
foregoing Note, to make that Binding Cadence 
we formerly mentioned. 

, § 10. Composition of four Parts, 

IF you defign your Compofition for four Parts, 
I would then have you to joyn your id Tre\ 
ble as near -as you can to the Treble ; which isj 
eafily done by taking thofe Concords (Note after 
Note) which are next under the Treble^ in manned 
as follows. 
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I make the id Treble and Treble end both in the 
fame Tone; which, in my Opinion, is better 
■than to have the Treble end in the {harp 3d above ; 
the Key of the Compofition being flat, and the 
'ffiarp id more proper for an inward Fart at Con- 
clusion. 

■ I will now by adding another Part (viz. a Ten- 
[or) fhew you the Accomplifhment of four Parts; 
Concerning which, thefe Rules are to be obfer- 
ped. 

First, that this Part which is to be added, be 
ffet in Concords different from the other two 
upper Parts. That is to fay, if thofe be a <$th 
lind 3d, let this be an 2th ; by which you may 
conceive the reft. 

Secondly, I would have you joyn this Tenor as 
hear the 2d Treble as the different Concords do 
permit ; for the Harmony is better when the three 
tapper Parts are joined clofe together. 

Thirdly, you are to avoid two Sths, or two 
$ths rifing or falling together, as well amongft 
the upper Parts, as betwixt any one Part and the 
tBafs; of which there is lefs danger, by placing 
the Parts in different Concords. 
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Example of Four Parts* 

5 3 5 3 5 583 58 
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Here you may perceive each Note of the new- 
ly added Tenor, fet in a Concord ftill different 
from thole of the other two higher Parts ; by 
which the Compofition is com pleated in four 
Parts. And though I have (hewed this Compo-] 
fition, by adding one Part after another, which 
1 did conceive to be the eafiefl way of giving you- 
a clear underflanding of it ; yet, now that you' 
know how to place the Concords, it is left to 
your liberty to carry on your Parts (fo many as 
you defign) together j and to difpofe them into 
feveral Concords, as you fhall think convenient. 



§ j 1. Hovs 
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'§"11. How a 5 th, and 6th. may ft and together 
/# Counterpoint. 



It is generally delivered by moft Authors which 
h have feen, that how many Parts foever a Cora- 
pofition confifts of, there can be but three feveral 
•Concords joined at once, to any one Note of the 
~>Bafs ; that is to fay, either a 3d, $tb, and $th, or 
|a 3d, 6tb, and $tb 5 and, that when the $th takes 
[place, the 6th is to be omitted ; and contrarily, i£ 
[the 6th be ufed, the $th is to be left out. 

Our excellent and worthy Countryman Mr. 
Tlhomas Morley, in his Introduction to Mufic y Pag. 143: 
[teaching his Scholars to compofe four Parts, ufeth 
Jchefe, Words, But when you put in a 6th, then of courfe 
mufl the fifth be left out $ except at a Cadence or Clofe 
Uvhere a Difcord is taken thus : 



S:azm:c-§ 



m 



ffrOZe 



--U-G- 
6 



re::: 



Which is the befi manner 
of Clofingy and the only 
way of taking a 5 th and 
6th together. 
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All this to be un- 
derftood as fpeaking of 
a perfect ph. But there 
is another 5th in Mu« 
fie, called a Falfe, De- 
fective, or Imperfect 
5?£, which neceffarily 
requires a 6th to be joined with it : And tho 5 1 
never heard any approved Author accompt it for 
a Concord, yet it is of moil excellent life in Com- 
[poficion,- and hath a particular grace and elegan- 
cy, even in this plain way of Counterpoint. It 
;is commonly produced by making the lower Term 

or 
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*or Bafs- Note, Sharpy as you fee in the two Inftan- 
qes following. • 






lyiiid 



Thus you fee how a 5^ and tf/Z? may be life 
at once ; in any other way than thefe I have met! 
tion'd. I do not conceive how they can ftand to 
gether in Counterpoint ; but when one of them i 
put in, the other is to be left out, according t 
the common Rule. 

§ 12. Composition in a fiarp Key 

WE will now proceed to a Jbarp Key * 1 
which, .6ths are very frequent ; for the! 
* are^certaln Jbarp Notes of the Bafs, which necei 
farily require a leffer 6th to be joined to them 
As namely, 1. The Half Note, or leifer 2d undei 
the Key of the Compofition. 2. The greater 3. 
above the Key. 3. 'Alfo the $d under it, requi^ 
ring fomecimes the greater, and fometimes the U) 
Jer 6th to be joined to it, as you fee in the fub| 
fequent Example ; in which the Notes of thi 
Bafs requiring a 6th are marked with a Dagg< 
under them. 

Tr 
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I Things to be noted in this Example are thefe : 
1. When the Notes of the Bafs keep ftill in the 
fame place, it is left to your liberty to remove the 
other Parts as you (hall think fit : An Inftance 
whereof you have in the next Notes after the be- 
Iginning. 2. Take Notice (and obferve it-nere- 
lafter) that the Half-note or fiarp Second under the 

1 Key, doth hardly admit an Stb to be joined to it, 
without Offence to a critical Ear \ and therefore 
have I joined two 6ths and a jd to that Jbarp 
Note of the Bafs in F. 3. In the firft Part of the 
fecond Bar, you may fee the Treble lending Pan: 
of its '6tb to the foregoing Note, to make that 

Pinding Cadence which we formerly mentioned, 
Jg, 41. 4* You may obferve that now Ipermit 
thcTreUe to end in a jbarp 3^," which I did not ap- 
prove when the Key was flat: '' . '•; " ; -} -V 
The Figures ihevv ; you which parts arC"6^ to 
the&z/x, as the Marks, which Notes o£ the Bafs> 

E > xe- 
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require them ; where, you muft. know, that the 
'Bafs in all fuch like Notes, doth aflfume the'ria- 
ture of an upper Part ; wanting commonly a -$d\ 
fometimes a .$th\ of that Latitude br 7 Compafs 
which is proper to -the' true nature of the Bafs. 
\ To demonftrate this, we will remove thefaid 
Notes into their proper Compafs 5 and then you 
will fee thofe 6ths chang'd into other Concords ; the | 
upper Parts remaining the fame they were, or elfej 
ufing thofe Notes which the Bafs affumed before... 
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-: *H£*-sryou may : perceiye, that by removing thofe! 
Notes, pf the; Bafs r & 5 3 J , lower, .all ., the . &/jj , are; 
taken. -away," except ,. that. 6th : which , made the^ 
Binding £ade|)ce^>-and that .aifoj wjlTjbe, takeiit 
quite away, if we remove ..its .BafsfNote into its : 
full Latitude, -which as a, $th Jpw^er^a^ypu -will* 
eagly fee, by the Infiance ne^t'lbjiowing^. \ --* 

-ay •( By 
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JE>— : — L^Ipl— — I* '>By this which hath 

^rr:|:^t£Zp::±$i:z:g::i -been (hewed, you fee 

^:i:pzpzfcl{:F^p~t{{ \ where 6ths are to be 

<5 8 3 8 ufed in, Compofition ; 

:rzP-zl!:: I:z3:z§:: J ^e avoided when you 

f— -j:rp-Z-4I:_a: — : lvjf>reafe. But I Iwpuld 

* •■: ... J y * ' -have you take Notice, 

that Bajfes conjifling much 0} Notes which require 6ths 
to be joined to them> are more apt for feiv, than 'for 
many Parts. JThe like may be faid of Bajfes'thtt 
rtibye much by Pegrees. ; 

§ 13. OfXx.anJition of Breaking a Note* ,/ : 

ON E thing, yet remains, very neceffary (fome-" 
times) in Compofition ; and that is,' to 'make 
fmooth or fweeten the roughriefs of a Leap, by a 
gradual Transition to the Note next following, 
which is commonly called the Breaking of a Note* 
The manner of it you have in the following Ex- 
amples, where the Minum is B, is broken to a 3^ 
^th and $tb both downward and upward. 



^fctearo p.: 

I N| like_rfi[5feii?^]Raay :&Sem?ke<tj£ji)Q broken into 
fmaller Notes, Where take Notice alfo, that two, 

E a three, 
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three* or more Notes Handing together in the fame 
Line or Space may be confidered as one inure 
Note, and confequencly capable of Tranfition. 

E X AM P L £. 
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I n which, yoti have no more to take care of, 
but that the fait Particle exprefs the Concord, and 
that the laft produce not two $ths or Sths with 
fame other Part. To avoid which (if it fo hap- 
pen) the following Note of the other Part may be 
altered, or the Tranfition may be omitted. 

W e will take the late Example with its 6tbt 9 
and apply fome of thefe Breakings to fuch Notes, 
as do require them, or may admit them. 



EXAMPLE. 
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Tenor. 
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The Breakings are marked \yith little Stars un- 
der them ;\ which you will better conceive if you 
caft your Eye back upon their original NbteV 

In this I have made the ifl and id Treble end 
both in the fame Tone, that you might fee, the 
Tenor fall by Tranfition into the Greater jd at the 
Clofe. 

These Rules and Inftru&ions which J have now 
delivered, being duly obferved, may (I doubt not) 
fuffice to fhew you what is necefTary forCompofi- 
tion of two, three, or four Parts, in Counterpoint. 
- I have fet my Examples all in the fame Key 
(viz. in G) that I might give thelefs difturbance 
\to your Apprehenfion ; which being once confirm- 
ed, you may fet your Corhpofltion in what Key 
you pleafe, having regard to the Greater and Lef- 
Jer 3 if as hath been (hewed. 

§ 14. Composition of 5, 6, and 7 Parts. 

BY that which hath been fhewed, it plainly. ap- 
pears, that there cari be but three different 
Concords applied at once to any one Note of 
the Bajs^ that js to fay (generally fpeaking) ei- 
ther a jd, $thy and 8//;, or a 3d, 6th y and Sth. 
Hence it follows, that if we joyn more Parts then 
three to the BaJ}> it muft be done by doiibling 
fome of thofe Concords, v. g. If one Part' more 
be added, which makes a Compofition of five 
Parts, fome, one of the faid Concords muft ft ill 
be doubled. If two be added, which makes a 
Compofition of fix Pans, the duplication of two 
of the Concords will be required. If three Parts 
more be added, which makes up feven Parts ; then 
all the three Concords will be doubled. , And 
confequently, the more Parts a Compofitioii con- 
fifts of. the more redoublings of the Concords will 

E 3 be 
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be required. Which redoublings muft^be' either 
in their }> 0&qves y 01 in their Vnifonsl . I'mention Ur 
nijlnfy becaufe many Parts cannot ftandfWithinthe 
Cprnpafs of the Scale of .Mufic, But fome of thcife 
Parts i'ijduft of neceiTity.meet fometmsimUnifQn. ..: 
That V 'may explicate thefe. things more, clear- 
ly,* I will fet you Examples of 5, 6, and 7 Parts % 
with fucfir Obfervarions as may occur therein : 
And being able to. joyn",fo many Parts ^together in 
Counterpoint^ you wiUfind lefs difficulty to com- 
pose; tfiem. in* Figurate' Defcant'j becaufe there 
you AvilHiave more liberty to change or break off 
upon tffe' middle of a Note. , 



I ]^) Examples of {f Five Parts. 
rw^-zi;zpz£:Et:t:iEZp 
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Her e you fee fome one of the Concords Mil 
doubled, as imy be obferved by the Figures 

which 
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[which denote them. Your next (hall be of Six 
rParts 5 wherein two Concords will ftill be doubled 
to each Note of the Bafs. 

Examples of Six Parts. 
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Here you fee . two Concords doubled^ in 
which, all you have to obferve is, how they re- 
move feveral ways ; the one upward, the other 
downward •, by which means they avoid the Con- 
fecution of Perfefts of the fame kind. 
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Example of Seven J?ar£s/ 
mebie— -"p=f=*:i-t-pErg:t:pzC=it:t:s:-~^ii 
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Observations in this Exainple are fhefe, firft 
that all the three Concords are either doubled ; or 
if any one ftand fingle (as that which rnakes the 
Binding Cadence mull always do) it doth necefli- 
tate feme other Concord to be trebled. Secondly, 
that thrush the Parts do meet fometimes in Unifon 

when 
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tovhen it cannot be avoided ; yet they mud not ref 
main fo, longer than neceflity requires. Laflly take 
Notice, that the Notes of one Part may be placed 
above or below the Notes pf another Neighbour- 
ing Part; either to avoid the Confecution of Per- 
fects, or upon any voluntary Defign. The Notes 
fo tranfpofed, are marked with little Stars over 
them, that you may take better Notice of them. 

§ 1 5. Of two Basses, and Composition 
pf Eight Parts. 

MANY Compositions are faid to have two 
Baffles (becaufe they are exhibited by two 
Viols or Voices) when, in reality they are both but 
one Bafs divided into feveral Parcels ; of which, 
either Bafs doth take its Part by turns, whilft the 
other fupplies the Office of another Part. Such 
are commonly defign'd for Inftruments. But here 
we are to fpeak of two Bajfes of a different Na- 
ture ; and that in reference 1 to Compofition of 
Eight Parts 5 which, whether intended for Church 
or Chamber, is ufiially parted into two-, Quires ; 
either Quire having its peculiar Bafs, with three 
upper Parts thereto belonging. 

These two Quires anfwer each other by turns; 
fometimes with a fingle Voice, .fometimes with 
two, three, or all four ; more or iefs, according 
to the 'Subject, Matter, or Fancy of the Compofer. 
But when both Quires joyn together, the Com- 
pofition confifts of Eight Pares, according to the 
following Example. In which you will fee two 
Bajfes, either of them moving according to the 
nature of that Part ; and either of them alfo, if fet 
alone, a true Bafs to all the upper Parts of either 
Quire ; forfuch ought the two Baffes to-be, which 
here I do mean. And though it be a thing which 

few 
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few of our chief Compofers do obferve, yet I can 
not but deliver my Opinion therein ; leaving *th« 
skilful to follow which way they moft affect. 

- . ;" , Example of Eight Parts* - , ,1 • 
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* A s concerning the Concordance. of thefe two 
Bajfes betwixt themfelvesj it rouft be, in every 
refpeQive, Note, either an OBaw, an Unifon, 3. 
tfhird,, or a Sixth', one to the other ; i not a Fifth, 
becaufe the upper Bafs (being fet alone, or founds 
ing r lpuder. than. the other) will be. a 4th to all 
thofe upper Parts which were OBaves to the low'r 
f r Bafs. But where the Bajferaiei a 3d one to "the 
Other, if you take' away the lower Bafs, the 8th j 
are only changed into 6ths* r Agaiiv if you take 
away the lower. Bafs where they are a 6th one to 
the other 5 thofe Supper Parts which were 6th to 
the .lower Bafs, will be Sths to the higher. Where 
the Bajfes found, inr iTJnifon- ■ or 'O&ave, the^uppef 
Concords are the fame to either. .A 

The Reafon why I do not affect a ph betwixt 
the two Bajfes in Choral Mufic is, that I would 
►not have the Mufic of one Quire to depend upon 
the Bafs of the other, which" is diihnt from it 5 
but rather, that the Mufic of either Quire be 
built upon its own proper Bafs, and thofe two 
Bajfes with all their upper Parts to;, be fuch as 
may make one entire Harmony when' they joyn to- 
gether, x' I ; .. 

One thing more concerning two Bajfes is/dmt 
though they may often meet in ids, yet/ if they 
move fucceffively in fimple $ds 9 they will produce 
a kind of buzzing, in low Notes efpecially (as I 
have fometimes bbferved) which is not to be ap- 
proved unlefs the Humour of the Words fhould 
[require it. 

1 What we have faid of four Parts in a Quire* 
the fame may be underilood if either Quire coti- 
Eft of five or fix Voices. Alfo, if the Mufic be 
compofed for three or four Quires, each Quire 
ought to have its peculiar Bafs, independent o£ 
the other : And the more Parts the Gompofi- 

tion 
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tion confifts of when all are joined together in 
a full Clwus ; the greater, allowances may bei 
granted ; becaufe the multiplicity of Voices doth 
drown or hide thofe little Solecifmes which in 
fewer Parts would not be alldwed. : r 

This .is as. much as I think necetfary to be 
(hewed concerning Counterpoint? or plain Defcant y 
which is the Ground work, or (as I may fay) 
the Grammar of Mufical Composition. And though 
the Examples herein fet down (in which I have 
endeavoured mo Curiofity but plain Inftru&ion) 
be fhort, fui table to a Compendium 9 yet they are 
(I hope) fufficient to let you fee how to carry on 
your Compofttwn to what length you (hall de« 
jfire.» . ::: ;. 
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The Third PART. 
Teaching the life of Discords. 



§ i. Concerning Discords. 

DISCORDS, as we formerly faid of Inter- 
vals are Indefinite ; for all Intervals, ex- 
cepting thofe few which precifely termi- 
nate the Concords, are Difcords. But our 
(Concern in this place, is no more than with thefe 
that follow, viz*. The Lejfer and Greater Second. 
The Lejfer, Greater, and PerjeB Fourth. The Lef> 
fer, or Defettive Fifth, The Lejfer and Greater Se- 
venth, By thefe I alfq mean their Ottaves. 

§ 2. Hovj 
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. § i.^Kow p i ^< ^Q r D s ^r g a dmittedjnto 

Musi c*?*-:. 

DISCO RD-S art vfio ways (chiefly ufed in 
-Compofition. ' Firfi, "in ) Diminution ; That 
is, when two^ three, or more; Notes of one Part 
are fct againft one'Npte of a' Afferent 'Part. And 
this Is commonly done in making a gradual -Tran- 
fition from one Concord to another ; of which 
you had fome Intimation, Pag* 51, where I fpoke 
of Breaking a Note. 

In this way of PafTage^ a Difcord may be al- 
lowed in any one of the Dimihute Note, except 
the firft or leading Note> which ought always to 
be a Concord. 

. .£ X.J M P L E. 
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To which may bejeferred^aritkinds of Break-' 
ings.-or JDi-vidings, either of the Bafs it felf, or of 

the 
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the Defiant that is joined to it ; of which you 
[bay fee hundreds of Examples in my Book named 
>l%e Divifion Viol, ^d Part ; the whole Difcourfe 
being upon that Subject. 

Hear again take Notice, that two, three, or 
more Notes ftanding together in the fame Line or, 
[Space may beconfidered as one entire Note;, and 
may admit a Difcord to be joined to any of them, 
the firft only accepted. 

EXAMPLE. 




7 6 $43 * 875 8 



3 4 5* 
I j Although in this Example, I (hew what Li- 
berty you have to ufe Difcords ;~ where many 
Notes ftand together in the fame Line 7 or Space, 
bvhich may properly be ufed in Vocal Mufic,' 
tyhere both the Parts pronounce the fame Words 
or Syllables together, yet it is not very ufual in 
Mufick made for Inftruments. 

§3. Of Syncopation. 

r 

TH E other way in which Difcords are not on- 
ly allowed or admitted ; but of moft ex* 
lellent Ufe and Ornament in Compofition ; is, in 
Syncopation of Binding : That is, when a Note of 
one Pare ends and- breaks off upon the middle 
jqr* the Note of another Part j as you- fee jp the 
following Examples.- 
Wii ■ Stn- 
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Syncopation in Two Partsj 
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Syncopation in three Parts; 
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These Examples do (hew you all the Bindings \ 
or Syncopations that are ufually to be found ; as i 
ytbs with 6thi ; 6ths with phs ; qths with zds$ 
3<fr with ids. Why Sths and $ths are exemptfrom 
Binding with their neighbouring Difcords, (hall I 
prefently appear. 

In this way of Binding, a D ij cord 'may be appli- 
ed to the firft Part of any Note of the Bafs> if the 
other Part of the Binding Note did found in Con- 
cordance to that Note of the Bafs which went be- 
fore I and fometimes alfo without that Qualifica- 
tion wherein fome Skill or Judgment is required. 

§ 4. Paffage <?/Discords. 

DISCORDS thus admitted, we are next to 
confider how they are brought off, to render 
them delightful ; for fimply of themfelves they are, 
harfh and difpleafing to the Ear, and introduced 
into Mufic only for variety ; or, by ftriking the* 
Sence with a difproportionate Sound, to beget ai 
greater Attention to that which follows ; to the 1 
hearing whereof we are drawn on (as it were) by 
a neceffary expectation. 

This winding or bringing a Difcord off, is al- 
ways beft affected by changing from thence intoj 
fome ImperfecY Gwcord, to which more fweetnefs 
feemsto beaddedby the Difcord founding before it. 
And here you have the Reafon why an Sth and a| 
$tb do not admit .of Syncopation or Binding, with 
their neighbouring Difcords ; becaufe a jth doth 
Pafs more pleafingly into a 6th ; as alfo a 9th into, 
a 10th or ^d. And as for a $th though it Bind 
well enough with a 6th (as you -did fee in fome of; 
the . foregoing Examples) yet with ,a 4th it will 
not 'Bind fo well, -becaufe a -phi doth Pafs morel 

proper! v into a 3 d, 

The s£ 
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fHE$£ little Windings and Bindings with Dif- 
cJords and Imperfect Concords after them, do very 
much delight the Ear -, yetMo not fatisfie it, but 
hold it in fufpence (as it were) until they come to 
a Perfect Concord ; where (as at a Period) we 
' underftand the Sence of that which went before. 
Now, in pafling from Difcords to Imperfect 
Concords, we commonly remove to that which is 
neareft, rather than to one thac is more remote ; 
which Rule holds good alfo in pafling from Imper- 
fect Concords, to thofe that are more Perfect. 

§ 5. Of Discords, Note again/} Note. 

ALTHOUGH we have mention'd but two 
ways in which Difcords are allowed ; that is, 
in Diminution, and Syncopation, yet we find a third 
Way, wherein Skilful Compofers do often ufe 
them ; which is, by fetting Note for Note of 
the fame quantity one againft another. And 
though it be againft the common Rules of Com- 
pofition ; yet, being done with Judgment and 
Defign, it may be ranked amongft the Elegances 
of Figurate Mufic. 

The prime or chief of which, for their Ufe and 
Excellency in Mufic, are a Tritone and a Semidia- 
pente ; that is, the Greater or Excejfive 4th, and 
the Lejfer or DefeBive <$tb. Which according to 
the Scale, where we have no other divifions or 
diftinctions than Semitones or Half-notes, feem to be 
the fame Interval, as to proportion of Sound, ei- 
ther of them "confuting of fix Semitones ; but their, 
appearance in Practice is, one of them as a 4^ 
the other like a ^th, which, if placed one above 
the other, compleat the compafs of an Otlave, in 
manner following. 

F % Semi- 
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Their ufe in Figurate Defiant is very frequent, 
both in Syncopation and ZVwe againft ZVTote, as in 
Counterpoint. The Iritones pafTes naturally into., a 
6*£, the Semidiapente into a 3^, thus : 
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i The Parts or Sounds which they ufually re : 
quire to;be joined with them, either in Binding 
or without it ; are a fecond above the lower Note 
of the : Tritone ; and a fecond above the higher. 
Note of the Semidiapente; which makes that €16 
we- mentioned, />£g. 47, as neceflary to be joined 
with an JmperfeB 5th. .._♦.. 
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Tritone. 



Semidiapente. 



§ 5. Of Discords in double Transition. 

1 She wed you formerly (pag. 51) how a Note is 
fometimes broken to make a Tranfition by de- 
grees to fome other Concord* 

These Tranfitions or Breakings are commonly 
exprefs'd in Quavers or Crotchets 5 fometimes 
(though feldom) in Minums. The Examples I 
gave you were fet for the Treble* but may be ap- 
plied to the Bafs alfo, or any other Part. 

N o w, if the Bafs and an upper Part, do both 
make a Tranjition at the fame time, in Notes of 
the fame quantity, and in contrary motion, which 
is their ufual Paffage * there muft (of neceffity) 
be an encounter of DiJ cords, whilft either Part 
proceeds by degrees towards its 4efigned Con- 
cord. And therefore in fuch a Paffage, Difcords 
(no doubt) may be allowed Note againft Note. 
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Resides thefe which depend upon the Rule of 
Breaking and iranfition y there may be other ways 
wherein a skilfull Compofer may upon defign fet 
,a Difcordy -for which no general Rule is to be gi- 
ft-en ; and therefore, not to be exhibited to a Be- 
ginner 5 , there being a great difference betwixt 
that which is done with Judgment and Defign, 
and that which is committed by overfight or igno- 
rance. Again, many things may be allowed in 
Quavers and Crotchets (as in thefe Examples that 
I have fhewed) which would not be fo allowable 
kf fyftnums or Semibreves, 

I 
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I told you formerly that Dijcords are, ]beft 
brought off when they pafs into Imperfect Concords*-, 
which i$ r true Dofbine, and ought to be obferved 
(as much as may be) in long Notes ajid Syncopation: 
But in fhort Notes and Diminution* we are not fo 
ftri&ly obliged to obfervance of that Rule. Nei- 
ther can we Afcend or Defcend by degrees to a 
$tb or to an $th y but a 4th will come before the 
one, and a jth before the other. 

Again, a 7th doth properly pafs into a 5th, 
when the Parts do meet in contrary Motion, as 
you may fee in the Example next following.' 












7 7 5 




And here you may fee two jths y both Parts 
Defending, betwixt the Bafs and higher Treble j 
not by overiight, but fet with defign. 



§ 7. Of Relation Inharmonical. 

AFTER this Difcourfe of Concords, I think 
it very proper to fay fomething concerning 
Relation Inharrnonkaly which I formerly did bus 
only mention. 

F 4 Re- 
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Relation, of Refped, or Reference tnharmo- 
nkaly is a harfli Refle&ion of Flat agaitift .Stop 
in acrofs Form; that is, when the prefent 'Note 
of one Part, compared with the foregoing Note of 
Another Part, doth produce fome harlh and dif- 
pleafing'Z>//W. Examples of it are fuch as fol- 
low : ;i 
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The firft ZVbte of the Treble is in E /harp - 3 
which confidered, (crofs wife) with the fecond 
Note of the Bafs in E fiat, begets the Sound of a 
Zf/ter &co»J, which is a Difcord. The fecond 
Example is the fame Defcending: ' 

The third Example, comparing E fiarp in 
the Zfo/f, with B fiat in the Tr^/e, produces a falfe 
5*6, which is alfo a Difcord. The like may be 
faid of the fourth Example. 

The firft Note of the Bafs in the fifth Exam- 
ple ilands in B flat ; which compared with the 
laft Note of the Treble, in £ /harp, produces the 
found of a Tritone or Greater qtb, which is alfo a 
harfh Difcord. 

Though thefe crofs Relations found not both 
together, yet they leave a harfhnefs in the Ear, 
which is to be avoided ; efpecially in Compofition 
of few Parts. 

But you mud: know, that this crofs Refle&i- 
on of Flat againft Sharp, doth not always produce 
Relation InharmonicaL 

EX- 
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For it is both ufual and proper for the up- 
per Part to change from flat to {harp when the 
Bafs doth fall a Leffer $d, as you fee in the-firft 
and fecond Bars of this Example. Alfo that Re- 
flection of F {harp againft B flat, in the third Bar, 
which produces the found of a Leffer 4th, js not 
Relation Inharmonkal. The Reafon thereof you 
(hall prefently have. But firft I will give ,you a 
.clearer Inftance thereof, by comparing it with 
another 4th, fiat againft /harp crofs wife, that your 
own Ear may better judge what is, and what is 
not, Relation Inharmonkal 



Good. 



E X A M P L E. 

Good- Bad. Bad. 



zaz?zfc:l=az :: :==ar§§r ::#§zar 



UaVmonhaU 



Inharmonical. 
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The firft two Inftances (hew a Relation of F 
{harp in the Bafs, againft Bflat in the Treble, which 
begets the found of a Leffer 4th, and is very good 

and 
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and ufual in Compofition. The other two Inftan- 
*ces are Fflat inhhe Bafs, againft B fharp in the 
Treble, which makes a Greater or Excefjive A t th > a 
very harfh Relation/ And here (by the way) you 
may obferve three different qths in Praftkal Mujic> 
'viz,. .1. From P/harp to B flat upward. 2. From 
P flat to B flat ; and 3. From F flat to BJharp, 
thus exemplified^ n 






\lefer 4th. 



.7 r^!!r 

V ,rj P«/^4th. 'Greater 4 th. 



' "AV t6 the Reafon, why P/harp againft J3/d* 
cjoth^not produce Relation Inharmonkal^ we are to 
conficler the proportion of its Interval ; which (in- 
deed.) belongs rather to the 'Theory of Mujic ; 
forvthough the Ear informs a practical Compofer, 
which Sounds are harfh or pleafing ; it is the fpe« 
culative Part that confiders the Reafon why fuch 
or fuch Intervals make thofe Sounds which pleafe 
pr 4 d i 1 pi eafe th e Ear. 

But we will reduce this bufinefs of the Leffer 4th 
into Practice ; that thereby we may give a Reafon 
to a Practical Mufician, why it falls not under Re- 
lation Inharmonical. To which Purpofe we will 
examine it according, to our common Scale of Mu- 
jic 1 and there we lhall find it to confift of no more 
than four Semitones or Half-Notes ; which is the 
very fame number that makes a Ditone or Greater 
3d. This Example will render it more plain. 



Leffer 4th. 



Greater 3d. 




^d:>^^^^^zp^^: 



2 3 4 

Now. 
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No w I fuppofe that no practical Mufician will 
fay that the; two Terms of a Greater $d have any 
harfh Relation pne to the other ; which granted, 
doth alfo exempt the other (being the like Inter- 
val) from Relation Inharmonical, tho 3 in appear- 
ance it be a 4th, and hath fiat againft Jharp in a 
<crofs Refle&ion. 

By this you may perceive that Diftances in 
the Scale, are not always the fame in Sound, 
which they feem to the fight. To illustrate this 
4 little further, we will add a £effer %d to the for- 
mer Lejfer 4th, which in appearance will make a 
JLeJJer 6th ; for fo the Degrees in the Scale will 
exhibit it in manner following. 

4?j&, %d. 6th- 6th. 




Bur this 6th in fight, is no more in found than 
& common $th which we may demonftrate by the 
Scale it felf : For, if we remove each Term a Semi- 
tone lower (which muft needs keep them ftiil at 
the fame diftance) we fhall find the 6th changed 
into a $th in fight as well as found ; and the 
Lejfer 4th likewife changed into a Greater 3d, as 
[you may fee in this Example. 

And if we remove the 
latter three Notes again, 
and fet them a Semitone 
higher by adding a Jlmrp to each Note, thus ; that 

which in the firft Inftance mmm «■ 11 

was D fiat, is now become C IZZZdzzdlipZI 
uharp ; and likewife B fiat now ^:$dzZ-rzt-li 
changed into A Jharp. 

This removing of the Concords a Semitone 
higher or lower, as alfo the changing them into 

Keys 
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Keys which have no affinity with the Cardinal 
Key upon which the Air of the Mtfic depend- 
eth ; does many times caufe an Untunablenefs 
in the Concords > as though our Strings were out 
of Tune when we play upon Inftruments which 
have fixed Stops or Frets : And this alfo happens 
amongft the Keys of Harpfichords , and Organs ; the 
Reafon whereof is, the inequality of lines and 
Semitones ; either of them having their Major 
and Minor ; which our common Scale doth not 
diftinguifh. And this has caufed fome to com- 
plain againft the Scale it felf, as though it were 
defective. Concerning which, I will pre fume no 
further than the delivering of my own Opinion ; 
to which purpofe I muft firfl fay fomething* 

§ 8. Of the Three Scale s ; of Music. 

THE three Scales are thefe. i. Scala Dia- 
tom ca. 2. Scala Cromatica. 3. Scala Enhar- 
monka. The Diatonick Scale, is that, which rifes 
-to a 5*&, by three Tones and a Semitone ; and 
from thence to the Stb y by two Tones and one Se- 
mitone ; which Semitone is denoted in both places 
by Fa 3 as I fiiewed in the beginning of this Trea- 
t.ife. 

E X A MP L E. 

Fa. Fa, 

This is (in effect) the old Grecian Scale, con-" 
lifting of four Tetrachords or qths, extending to I 
a double Otlave ; which Guido Aretinus y a Monk 

of 
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Icf St. Benedict's Order (about the Year of our 
LORD 960) changed into a form in which it now 
is; fetting this Greek Letter r Gamma at the bot- 
'tom of it, to acknowledge from whence he had 
1 it 5 and this (for its general Ufe) is now called 
the common Scale of Mufic. 
• <«T h e Chromatick Scale rifes to a $th, by a lone 
and five Semitones ; and from thence proceeds to 
an Sth, by five Semitones more. 

E X A M T L E. 

$th. qth. 



Some perhaps may find Fault with this Exam-^ 
pie of the Chromatick Scale, as being not the ufual 
) way o£ fetting it down ; but I thought it the befb 
Inftanee I could give a Learner of it, as to its 
Ufe in Pra&ical Mufic ; in which it is fo fre- 
quently mixed with the Diatonick Scale, that the 
fa flat and $ /harp which formerly belong'd to B 
only, have now got the names of the Chromatick 
Signs, by their frequent application to Notes in all 
places of the Scale ; and the Mufic which moves 
much in Semitones or Half-Notes, is commonly 
called Chromatick Mufic. And from hence iris, 
that an Otlave is divided into 12 Semitones. 

The Inharmonick Scale rifes gradually by Deh 

fes or Quarter-Notes 5 of which 24 make up ail 

Otlave ; and is fo far out of ufe, that we fcarci 

know how to give an Example of it. Thofe who* 

endeavour it, do fet it down-in this manner. 

But! 
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— fe%'-fggf §gE; 



naxcriccliaz: -&:c. rz^ : 



But, as to its iife in P radical Mufic, I am yet 
to feek ; for I do not conceive how a natural Voice 
can Afcend or Defcend by fuch Minute Degrees, 
and hit them right in Tuna Neither do I fee 
how Syncopes or Bindings with Dilcords (which 
are the chief Ornaments of Compofition) can be 
performed by Quarter-Notes. Or, how the Con- 
cords (by them) can be removed from Key to 
Key; without much Trouble and Confufion. Fof 
thefe Reafons I am (low to believe that any good 
Mufic (efpecially of many Parts) can be compo- 
fed by Quarter- Notes, although I hear fome talk 
much of it. 

Only one place there is, where I conceive a 
Quarter- Note might ferve inftead of a Semitone ; 
which is, in the Binding Cadence of the Greater. 
%d, and that, commonly, is covered or drowned : 
either by the Trill of the Voice or Shake of the 
Finger. 

Btj t fome do fancy, that as the Diatonick Scale 
is made more elegant by a Mixture of the Cbro- 
ntatick ; . fo likewife it might be bettered byJielp 
of the Enharmonhk Scale, in fuch Places where 
thofe little Diffonances do occur. >- 

I do not deny but that the flitting of the Keys 
in Harpjicbords and Organs ; as alfo the placing of 
a middle Fret near the top of a Nuti of a Viol or 
Theorbo, where the Space is wide, may be ufeful . 
in forae Cafes,, for the fweetning of fuch Diffo- - 
nances as.. may' happen in thefe places 5 But I do 
not conceive that the Enharmonkk Scale is there- 
in concerned ; feeing thofe Diffonances are fome- 

times 
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limes more, fometimes lefs, and feldom that any 
lof them do hit precifely the Quarter of a Note. 

Now, as to my Opinion concerning our com- 
knori Scale of Mufic ; taking it with its mixtiire 
lof the Chromatick ; I think it lies not in the wit 
of Man to frame a better, as to all Intents and 
Purpofes for Pra&ical Mufic, And, as for thofe 
little Diffonances (for fo I call them, for want of 
a better Word to exprefs them) the fault is not 
|in the Scale, whofe Office and Defign is no more 
than to denote the Diftances of the Concords and 
Difcords, according to the Lines and Spaces of 
which it doth confifl ; and to (hew by what De- 
grees of Tones and Semitones a Voice may rife or 
Fall. 

I For in Vocal Mufic thofe Diffonances are not 
perceived, neither do they occur in Inftruments 
which have no Frets, as Violins and Wind Inftru- 
ments, where the Sound is modulated by the 
rouch of the Finger ; but in fuch only as have 
fixed Stops or Ftets ; which, being placed and fit- 
ted for the moft ufual Keys^ in the Scale, feem out 
of Order when we change to Keys lefs ufual ; 
and that (as I faid) doth happen by reafon of 
the inequality of Tones and Semitones, efpecially 
of the latter. 

Concerning which, I fhall (with Submiflion 
to better Judgments) adventure to deliver my 
bwn Senfe and Opinion. And though it belongs 
more properly to'- the Mathematick Part of Mu- 
fic, yet (happily) a practical Explication thereof, 
may give fome Satisfaction to a practical. Mud- 
cian, when he fhall fee and underftand the Re> 
fon. . f '> • 



F 
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§ 9. Of Greater and LeJJer Semitones. 

I R S T, you muft know, that Sounds have 

. their Proportions as well as Numbers. 

Those Proportions may be explicated by a 
Line divided in 2, 3, 4, 5, or more equal Parts, 
We will fuppofe that Line to be the String of a 
Lute or Viol. Take which String you pleafe, fo 
it be true ; but the fmalleft is fitteft for the pur- 
pofe. 

-Divide the length of that String, from the 
Nutt.. to the Bridge, into two equal Parts ; -ftop, 
it in the middle, and you will hear the Sound of 
an O&aiie, if you compare it with the Sound of 
the open String. Therefore is a Diapafon faid to 
be in duplet Proportion to its Oftave. 

Next, divide the String into three equal Parts ; 
and fcop that part next the Nutt (which will 
be at the Fret [£] if rightly placed) compare the 
Sound thereof with the open String, and youj 
will hear the difference to be a 5*6. Thence, 
is z'Kth faid to be Sefquialtera Proportion; that 
is, as 2 is to 3. 

Again, divide your String into four equal I 
Parts j flop that Part next the Nutt (which will I 
be at the [/] Fret) and you have a qtk to the 
open String. Therefore a 4th is faid to be Sef- 
quitenia Proportion, as 3 is to 4. By thefe you 
may conceive the reft towards the Nutt. 

If you ask me concerning the other half of 
the String from the middle to the Bridge 5 the 
middle of that half makes another OBave; and 
fo every middle one after another. 

We will now come a little nearer to our bun- 
nefs of the Semitones. To which purpofe we< 
muft- divide the Qftave it felf into equal Parts; 

•• - - Firft, 
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Firfl in the middle; which will fall upon the 

Fret [/] Examine the Sound from [/J to [k] 

[(which is an O&ave to the open String) and you 

[will find it to be a *>th. Try the other half which 

I is towards the Nutt 3 and you will hear it is but a 

Next, divide that $tb which is from [/] to 
[ n ] into equal Parts ; and you will find that half 
which is towards the Bridge, to be a Greater $d> 
and the other half to the Nutt-ward y t6 be a 
Lejfer 3d. 

'Then divide that Greater 3d into two equal 
Part's, and you will have a Greater and a Lejfer 
none. Laftly, divide the Greater Tone (which was 
that half next {he Bridge) into two equal Parts, 
land you have a Greater and a LeJJer Semitone ; the 
Greater being always that half which is nearer to 
the Bridge. 

B y this you may perceive that ail our Mufical 
Intervals arife from the Divifion of a Line or 
String into equal Parts 5 and that thofe equal 
Parts do ftill produce unequal- Sounds. Ari'd this 
is the very reafon that we have Greater and Lejfer 
Semitone's* 

Thereupon, is a Tone, or" whole Note (as we 
term it) divided into nine Particles, called. Com- 
mas ; five of which are -afligned to' the * Greater 
Semitone 1 and four to the ' Left; The difference 
betwixt them is called 'Aa-V/a^/*, 4 which fignihes' 
% cutting off. Some Authors call the Greater Se- 
toito'ne, Apotome : that is (I iuppofe) beeaufe- it 
Includes the odd Comma which makes that Abo 1 " 
me.. Thus you fee a Tone or Note divided into a; 
Weater and Lejfer Half; but how to divide it in- > 
:o two equal Halfs, I never/ee determin'd,. 

The famous. [Kircher in his' learned an^elar,, 
or^rte Mitrfafgiu Univeifali^'pag.' 1 o 3'/ treating 
/ ' ' G of 
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of the mathematick Part of Mufic (which he 
handles more clearly and largely than any Author 
(I think) that ever wrote upon that Subject) doth 
fhew us the Type of a Tone cut in the middle, 
by dividing the middle Comma into two Scbifms. 
But that Comma (being divided Arithmetically) 
will have its Greater and a Leffer Half (as to 
Sound) as well as any greater Interval fo divided. 

The nearefl Inflance lean give you of a Sound, 
parted in the middle, is an OBave divided into a 
'Tritone, and a Semidiapente ; either of them con- 
fiding of fix Semitones ; as I fhewed pag. 68, and 
yet there is fome little difference in their Rations 
or Habitudes. 

I will give you yet a clearer Inflance, by which 
you may fee what different Sounds will arife 
from one Divifion of a Line or String into equal 
Parts, to which purpofe, divide that <$tb which 
is from the Nutt to [h] Fret, into two equal 
Parts, with a pair of Compaffes (the middle 
whereof will hit upon [d ] Fret, if it be not placed 
with fome abatement, for the reafons before men- 
tioned) and you will find, that the fame wide- 
nefs of the Compafs which divided the $th'm the 
middle, and fo made a Greater and a Leffer -$d\ the 
fame widenefs (I fay) applied from [ b ] towards 
the Bridge, will, in the firft Place from [h] pro- 
duce a qtb, in the next place a $tb, and in the next 
after that, an Stb, according to this Line : 

S'l Lg/j 3d. f Great 3d. [ Fourth \ Fifth. \ Eighth. \ & 

< I* d h n v 



But feeing you cannot conveniently hear the 
Sound of that 8^, it being fo near the Bridge * 
take the widenefs of the pb from the Nutt to 
[^J and you will find that the fame, widenefs 

which 
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Which makes a $th> doth make an %th> in* the 
[place after it according to this Line : 

| j tifib. 1 Eighth. 1 

i § 1 a h u 

I f you pleafe to try thefe diftances upon 
treble String of a Bafs-Viol y you will have a 
idu&ion of thefe Sounds. 
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Firji Line. 



Second, Line. 
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B y this you may perceive that every equal di- 
Kdfion of a Line or String, doth (till produce a 
greater Interval of Sound, as it approaches neater 
to the Bridge: And by this which hath been 
jfhewed ; I fuppofe you fee not only the reafon, 
[ but neceflity of Greater and LeJJer Semitones* Out 
pext bufinefs is to examine. 

§ io* Where thefe Greater and LeJJer Semi* 
tones arife in the Scale o/Music. 

THIS depends upon the Key in which a Song 
is fet ; and upon the divifion of its ph into 
the Greater and Lejfer 3d, and the placing of thefe 
which determine whether the Key be flat oxjbarp, 
as hath been (hewed. We will fuppofe the Key to 
be in G. 

The Diatonick Scale hath only two places in each 
Otiave, in which a Semitone takes place. One is in 
riling to the >$th-; the other in rifing from thence 
to the Sth : And thefe two Places are known by 
the Note Fa; as formerly fhewed. Thefe two 

G a Sounds 
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Sounds denoted, by Fa, are always the Leffer Semi- 
'tone from that, degree which. is next under them. 
So that from A to Bflat 9 is a Leffer Semitone ; and' 
betwixt B flat and B fbarp (which makes the dif-, 
fererice of the Leffer and Greater 3d) is (or ought 
to be) always the Greater Semitone.^' The like may 
he underftood of the higher Fa.. -: ' ■, 

I know. that foine Authors dp place the Greater., 
Semitone from A to B flat, and the Leffer betwixt 
B flat and Bfharp'; but I adhere to the other O- 
pinion, as the more rational to my under/land- 
ing. 

'By this you fee where Greater and Leffer Semi-* 
tones take place in the Diatonick Scale. We will I 
now caft our Eye upon them as they rife in the 
Chromatid?. ; according to the Example I gave you 
of iti -In which the Greater and Leffer Half- Notes' 
do follow each other fucceflivelyj as fhall be here 
denoted by two Letters, / for Leffer , and g for; 
Greater* ":"- - - 

E X A M 9 L E. 






g 



: .Npw, if we fhould remove this Example a Se- 
mitone higher or, lower 5 the Leffer Semitones would 
fall ^in, the places of the Greater; and contrarily,; 
the Greater in the places of the Leffer ; which, 
tranfppfition, is the chief caufe of thofe little Dif- 
finances, which occafiond this Difcourfe. \r- C 

• YouRrbeft way to avoid them,, is, to fet your 
'Mujic in the ufual and moft natural Keys of 
the Scale, - 

A 
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• The, Fourth PART. 
Teaching the Fom-dfFi curat e Descant. 

§ i What is yneant by Figurate De- 
scant. 

IGXJRATE Defiant is that wherein Difcords 
are concerned as well as Concords. And, as 
we termed Plain Defiant (in which was 
taught the Ufe of the Concords) The Ground 
work or Grammar of Mujical Compofition, fo may 
we properly nominate This, the Ornament or 
Rhetorical Part of Mufic. For in this, are intro- 
duced all the Varieties of Points, Fuges, Syncopes 
or Bindings, Diverfities of Meafiures, Intermixtures 
of difcording Sounds * or what elfe Art and 
Fancy can exhibit ; which, as different Flowers 
and Figures, do fet forth and adorn the Compofi- 
tion^i whence it is named Melothefa fiorida vel 
figurate. Florid or Figurate Defcant. 

G 3 § 2. oj 
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§ 2* Of the Greek Moods, an d Latin Tones. 

BEFORE we treat of Figurate Defiant, I muft | 
not omit to fay fomething concerning the J 
Moods or Tones. Not fo much for any great Ufe j 
we have of them, as to let you know what is j 
meant by them ; and that I might not appear fin- 
gular ; for you fhall fcarce meet with any Au- 
thor that has writ of Mujtc, but you will read 
fomething concerning them. 

The Moods we mention'd in the firft Part of 
this Treatife, were in reference to Notes, and! 
Meafure of Time. Thefe are concerning Tune. 

That which the Grecians called Mode or Mood, 
the Latins termed Tone or 'Tune ; The Defign of 
either was, to (hew in what Key, a Song was fet,i 
and which Keys had affinity one with another. 
The Greeks diftinguifhed their Moods by the names 
of their Provinces ; as Dorick, Lidian, Mich. Phry- 1 
gian, &c. The Latins reduced theirs to eight 
plain Song Tunes $ and thofe were (et in the Ten- 
or ; fo called, becaufe it was the Holding Part to 
which they did apply their Defiant. 
■.-> These Pain Songs did feldom exceed the Com- 
pafs of fix Notes or Degrees of Sound ; and there- 
fore were Ut and Re (as I fuppofe) applied to the . 
two loweft, that each Degree might have a feverai 
appellation ; otherwife, four names, as now we 1 
ufe, wa. Mi, Fa, Sol, La, had been both more ] 
eafie, and more fuitable to the ancient Scale, 
which confided of Tetrachords or qths, two. of 
which made up the Compafs of an OBave, 

From thefe fix Notes, Ut, Re, Mi, Fa, Sol, La A 
did arife three Properties of Singing ; which they J 
named B Quarre, B Motte, and Pvoperchant or Na« I 
tural £ Quarre > was when they Sung Mi iu B ,- that I 

Cliff '[ 
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1 Cliff being then made of a fquare Form thus, n 
and fet at the beginning of the Lines, as we now 
fet fome one of the other three Cliffs. B Molle was 
when they Sung Fa in B. Properchant was when 
their Vt was applied to C ; fo that their fix 
JSTotes did not reach fo high as to touch B either 
fiat or [harp. But in our modern Mufic] we ac- 
knowledge no fuch thing as Properchant ; every 
Song being of its own nature, either fiat or [harp ; 
and that determin'd (not by B's flat or /harp, but) 
by the Greater or Leffer 3d being joined next to 
the Key in which any Song is fet. 

These Moods or Tones had yet another diftin- 
dion •, and that was Authentick or Plagal. This 
depended upon the dividing of the Otlave into 
its $th and 4th Authentick was when the $tb 
flood in the lower Place, according to the Har- 
monical divifion of an Otlave. Plagal, was when 
the $th poffeft the upper Place, according to the 
Arithmetical divifion thereof. 

E X A MT L E. 

Authentick. "Plagal. 

Q — e--41-G -_ Q _f| 

• Harmonical. arithmetical. 

Many Volumes have been w r rote about thefe 
Moods or Tones, concerning their ufe, their num- 
ber, nature and affinity one with another ; and 
yet the bufinefs left imperfect or obfcure, as to 
any certain Rule for regulating the Key and Air 
of the Muficy though one of the greateft concerns 
of Mufical Compofition. 

Mr. Morley (upon this Subject) in his Intro- 
duction to Muficy pag. 147, his Scholar making this 
Quaerie 5 Have' you no general Rule to be given for an 

G 4 In* 
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InfniUion for keeping of the Key ? anfwers, No ; for 
it mufl proceed only of the Judgment of the Compofer ; 
yet (faith he) the Church Men for keeping of their 
Keys have devifed certain Notes commonly called the 
eight Tunes, &c. of which he only gives Examples, 
and.fo leaves the bufinefs. And no marvel they 
could give no certain Rule, fo long as they took 
their fight from the 'tenor ; in which cafe it muft 
of neceffity be left to the Judgment of the Com- 
pofer pr Singer of Defiant, what Bafs he will ap- 
ply unto it. But, according to the Method for- 
merly deliver'd in this Treatife, where we make 
the Bafs the Foundation of the Harmony, upon 
which the Key folely depends ; as alfo the other 
Keys which have affinity therewith, the bufinefs 
is reduced to a certainty of Rule, both plain and 
eafie (See Pag. 34, Concerning the Key or Tone) 
And though in Figurate Defiant we often have 
Oecafion to apply under Notes to an upper Part, 
as you will fee hereafter, yet the whole conducl 
of the Compofition, as to the Key and middle 
Clofes thereto belonging is the very fante, and 
therefore to be obferved, according to what we 
there delivered. 

I give you this brief account of the Moods and 
Tones, that you might not be wholly ignorant of 
any thing that belongs to Mufic : To which 
purpofe I have contrived this little Table ; col- 
lected out of fuch Authors as number 12 Tones 



or Tunes an- 
fwerable to 

the Grecian 
Moods 5 viz,. 
fix Authen- 
tick, and fix 
PlagaL 



Authentic}?.. 
I'Dorick 



PlagaL 



2 Hypo-Dorick 
4 Hypo-Phrygian 
6 Hypo-Lydian 



^Phrygian 

sjlLydian 
yMixoiydian 
9''/£olian ho'Hypo-JEolian 
1 vlonick \ 1 2'Hypo-Ionick. 



Hypo-Mixolydian 
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L The firft, Column ifiews the Keys in the Scale 
of Mufic, to which thofe Tones 'ana Moods are af- 
iigned. The fecond expreffes tjie Order of the 
" Authentick 'Tones - ? known by their, odd Numbers ; 
fas i, 3, 5, eSTc/The third Column contains the 
names of the Grecian Authentick Moods. The fourth 
(hews the Plagal 'tones ; known always by their e- 
len Numbers ; as 2, 4, 6, &c.^ The la'it or'fTFtli 
■ Column contains the names of the Grecian Plagal 
Moods ; diftinguiihed by the Particle Hypo. 

Where you may obferve that Bmi> is exempt 
from having any "Tone or Mood afligned to it • 
becaufe F fa doth make an ImperfeB $tb thereto. 
Howbeit, B fa is become a Key or Tone now 
much .in ufe, efpecially in Mufic compofed for 
Inftruments. 

But, whereas we read fuch (bangs and marvel- 
lous things of the various affe&ions and different 
effects of the Grecian Moods 5 we may very pro- 
bably conjecture that it proceeded chiefly from 
their having Moods of different M-eafure joined 
with them ; which, we find by experience, doch 
make that vaft difference betwixt Light and 
Grave Mufic ; though both fet in the. fame Key, 
and confequently the fame Mood or Tone. 

§ 3. 0/Figurate Music in general. 

FIGURATE Defiant (as I told you) is that 
wherein Difiords are concerned as well (though 
not fo much ) as Concords. You have already 
j been taught the Ufe of both in Competition ; and 
[thefe are the two Materials which mud ferve 
you for *the railing of all Sruclures in Figurate. 
Mufic. 

T o give you Models at large, of all thofe feve- 
ral Structures, were to write a great Volume, 

not 



'^o A Compendium ofWLvsic. 

not a Compendium. It will be fufficient that I let' 
you fee the Form of Figurate Defcant ; and that I 
give you fome ftiort Examples of fuch things as 
are of moft concern ; with Inftru&ions (fo near as 
as I can) for their Contrivance. We will begin 
with fetting a Bafs to a Treble, as we formerly 
did with making a Treble to a Bafs. 

§ 4. How to Jet a Bass to a Treble. 

IN this you muft reckon your Concords from 
the Treble downward, as in the other you did< 
from the Bafs upward ; which is but the fame 
thing in effect 5 for, aji $tb, 6th, and %th are 
flill the fame, whether you reckon them upward 
or downward. 

But, whereas in plain Counterpoint , I did orde*: 
the Bafs to move on, for the moft Part by leaps 
of a 3, 4, 5, &c. (which indeed is the moft pro- 
per movement of the Bafs in that kind of Com- 
pofition) here you muft know, that in Figurate 
Defiant, thofe-Leaps are frequently changed or 
broken into Degrees ; as you may eafily conceive 
by this Example. 
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And therefore it is left to your liberty to ufe 
either the one or the other, as occafion (hall re- 
quire. Only take Notice that if in thefe Break- 
ings) the Parts do afcend or defcend together by 

de- 
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* degrees, it muft be either in ids or 6ths. If they 
'move contrary by degrees (that is one rifing, 
I the other falling) you have liberty to pafs through 
Difcords as well as Concords, according to what I 
fhewed of Difcords Note againft Note. For the 
reft I refer you to the Principles formerly deli- 
vered in Compofition of two Parts. And if your 
'Treble do chance to hold cut any long Note, you 
may let the Bafs during the time, pafs on from 
one ImperfeB Concord to another ; as from a 3d 
to a 6th, or the contrary. The like may be un- 
derftood of the Treble, when the Bafs holds out 
a Note. 

E X A M P L E. 
3 <s * 3 



Also your Compofition will be more neat, if 
you can ufe fome formality in your Bafs, by imi- 
tating and anfwering the Notes of the Treble in 
fuch places as will admit it. 

W e will now fuppofe a Treble made by fome 
other Perfon, as indeed, this was, which I am 
about to Prick down (made by a Perfon of Qua- 
lity) and given to have a Bafs fet to it. 



EX- 
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Example of a Bass made to a Treble. ... 



,&, 









spfS^ 






3* 



L-_CU 






■?§*?■:■ '■ 






:c:i-J3d izilzz £= d^e£E*£l 



lililp 



przp:te:ti:ieH^Hr- 



jj; ;~3f!^I3l5^ 



iw~' 



rrsidzfca 









Hrre 



Figurate Descant. 93 

Here you fee the Bafs ftill anfwering and imi- 
tating the Treble (fo near as the Rules of Compo- 
fition do permit) fometimes in the O&ave, as you 
fee in moft Part of the firft Strain; and fome- 
times in other Diftances, as you may obferve in 
the beginning of the fecond Strain ; but ftill keep- 
ing clofe to the Rules of Compofition, which muft 
! be chiefly obferved. This is as much as I think 
neceflfary for fetting a Bafs to a Treble. 
\ And by this you may perceive how different 
the Form and Movement of the Parts in Figurate 
Defiant, is from that of plain Counterpoint : For, 
in That, the natural Paffage of the Treble is, for 
the moft part by Degrees, in this, you may ufe 
what Leaps you pleafe, fo they be airy and formal 

§ 5. How Parts fafs through one another. 

AGAIN, in Counterpoint, each Part does ordi- 
narily move within its own Sphere. In F/- 
\gurate Defiant, the Parts do frequently mix and 
[pafs through one another; infomuch, that if there 
be two Trebles, . you (hall have fometimes This, 
I fometimes That, above' or below, as you fee in 
the following Jnftances. 
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The like may be underftocd of the inner Patts, 
or of the Bajfes, when the Compofition is defigned 
for two. Howbeit the higheft Part for the time! 
being J is ftill to be accounted the Treble 5 and the 
lbweft Part, whatever it be, is (during that time^ 
the Bafs to all the Parts that ftand above it. 

Lastly, whereas in Counterpoint I commended 
unto you the joyning of your upper Parts fo clofe ! 
together, that no other Part could be put in a- 
mongft them ; in Figurate Mufic (efpecially for 
Inftruments) that Rule is not fo ftri&ly obfer-* 
ved ; but each Part doth commonly move accord- 
ing to the Compafs of the Voice or Inftrument" 
for which it is intended. But the Principles of 
Compofition, as the choofing, ordering and placing 
of the Concords, are the very fame we delivered in 
plain Counterpoint 5 that is to fay, in two or three 
Parts you are to avoid $ths y except in fuch places 
as there mentioned : In four or more Parts, you 
are to difpofe thofe Parts into feveral Concords^ as 
much as you can with convenience. 

§ 6. Concerning the CoKsecution ofTer- 
feEls of the fame kind ; and of other Dip* 
allowances in Composition. 

ITold you (pag.^i) that Perfects of the fame 
kind, as two $ths or two Sths riling or falling 
together, were not allowed in Compofition. Alfo 
(p a fr 3 3> 34) I fhewedfome other Paffages, prohi- 
bited in few (that is to fay, in two, or three) Parts. 
Here- 1 will give you the Reafon why fuch Pafla-. 
ges are not graceful in Mufic. And fait concern- 
ing the Conf ecution of $tbs and 2ths. 

These two are called PerfeB Concords ; riot only 
becaufe their Sound is more perfect (or more 

per-. 
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perfe&ly fixed) than that of the other Confonants 
which are fubordinate to them ; but alfo, becaufe 
they arife from the firft two Proportions that are 
found in Numbers, m. an Stb from Dupla, and 
a $ih from Sejquialtera, as I (hewed /W£. 7p 3 and 80. 

Now, as to the Difallowance of their follow- 
ing one another of the fame kind ; you may ob- 
serve, that our Senfes are ftill delighted with Va- 
riety ; as we may inftance in this : Suppofe an 
[excellent Difh of Meat, prepared with greateft in- 
kluftry to pleafe the Tail, were f et before us to feed 
[on ; would it not be more acceptable to have fome 
Variety after it, than to have the fame over again ? 
uhe very fame it is in Sounds prefented to our 
Ear ; for, no Man that hath Skill in Mufic, can 
hear two perfect $ths or two %ths between the fame 
Parts, riling or falling together, but his Ear will 
be difpleafed with the latter of them ; becaufe he 
expected in place thereof fome other Concord. 

This Reafon againft the Confetution of <$ths 
knd %ths being admitted, we will now proceed 
to the other Difallowances ; "which, upon due 
examination, we (hall find to arife from the very 
tame confequence. 

1 For the better underftanding of this; you mult 
know, Firft, that every Difallowance doth end 
either in an Stb or in a %th (by thefe I alfo mean 
their OBaves) Secondly, that a Difallowance is 
Icommouly generated by 'both the Parts moving- 
the fame way. Thirdly, that every Leap in Ma- 
fic doth imply a Tranfition by degrees, from the 
former to the latter 'Note, by which the Leap is 
formed. Laftly, that thofe implicit Degrees (by 
►eafon of both Parts moving the fame way) do 
always produce a Confecution of two (if not more) 
rerfe&s of the fame kind, 
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T o render this more clear, we will take fome 
of thofe -Paffages not allowed in fag. 34; and 
break the Leaps into Degrees, according to what! 
I file wed, fag. yi, 52, Of breaking a Note, as youl 
fee in the following Examples. 
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By this you fee, that if both the Parts move the 
fame way, one of them by a Degree, the other 
by a Leap -, that Leap (I fay) being broken into 
Degrees, begets 'a Confecution' o£ two Perfects of 
the fame kind ; and where both Parts Leap the 
fame way, if you break thofe Leaps into Degrees, 
there will arife from thofe Degrees, Three of the 
fame Perfects. And this implicit Confecution of 
2ths y and $ths arifing from- thofe Degrees,, is^that 
which renders fuch Paffages lefs pleailng to the' 
Ear> and are thereupon named Dlf allowances. i -A 

These which I have fhewed may ferve for your 
underfianding of the reil j for they are all of the 
fame nature, excepting One, which Mr. Morley 

and 
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rind others call hitting an * $th on the m 
[Face ; that is, when an upper Part, Z 
.meeting the Bafs upon an 8th> doth 
skip up from thence into fome other 
•Perfect Concord, .thus : * < , 

But whereas I told you, and have 
Shewed, that a D if allowance is common- 
ly generated by both Parts moving the fame way ; 
you muft know, s that all Parages of that fort, are 
■not D if allowances"; for, you will hardly find a 'Dif- 
alkwance where the Treble nioves but one Degree 5 
except that which I fhewed in' the firft Inflance of 
-the late Example, where the Treble falls by a De- 
gree, from, a 6th to an 2th, or (perhaps) where 
the Bafs fhall make an extravagant Leap (as it 
'were fet on purpofe) to meet the Treble in a $th, 
or 8*£. In any other way, I do not fee how a 

IDifalkwance can occur, whilft the Treble removes 
but one Degree,, though both Parts' rife or fall 
together. But if the Treble or upper Part do 
skip, whilft the Bafs removes but one Degree (the 
fame way) you may conclude it a DiJ allowance. 

I will give you Examples of both thefe Ways, 
that you may /compare them by your Eye and 
Ear ; and fo you will better perceive what is, 
and what is not allowed. 

EXAMPLE. 
Paffages into the 8th. Paffages into the 5th. 




Good' Bad- Good. Bad. Good. Bad. Good. "Bad* 
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I v you try the Sound of thefe two Ways with 
an Inftrument, you will perceive that thofe Paf- 
fages wherein the Treble removes but one Degree] 
are fmooth and natural ; but in the other where* 
the Treble doth Leap, the Patfage is not fo plea- 
firig to the Ear. ' hn.. ,.• 

The Reafon whereof (as I. conceive) is, be- 
caufe Leaps are the proper Movements of the Bafi 9 \ 
and Degrees more natural to the Treble part, as I 
formerly delivered in Plain Counterpoint: And there- 
fore, fo long as both Parts proceed in their natural 
Movements (the Bafs by Leaps and the Treble by 
Degress) the Confecution is not fo preemptible, be- 
caufe it gives no Offence to the Ear ; for that 
which is proper and natnral cannot be difplealing r 
But if you diforder this natural- Movement, by; 
making the Bafs to move by a Degree, and the Tre- 
ble to Leap the fame way into a Perfect Concord, the 
Confecution thereof prefently begets a Difallowance. 
. Lastly, take Notice, that mod. of thofe Para- 
ges we call Difallowance, may be tollerated in the 
Tenor or 2d Treble (being covered by a higher Part) 
though, in the higheft Part, it felf, they would 
not be allowable : And therefore when your Treble 
or higheft Part (hall make a Leap (which is fre- 
quent in Pigitrate Defiant) your chief Care mufti 
be, that the faid Treble or higheft Part (compared] 
wirh the Bafs) be not guilty of any Difallowance j| 
of which there can be no danger, if the Leap bei 
made into Im per feci: Concord, 

That you may better remember them, moftl 
Dif allowances may be referred to thefe two Heads:] 
j. When the higher Part skips to a 5?/;, or Sth, 
whilft the Bafs removes but one Degree. 2. When 
both Parts skip the fame way into a ph, or 2th :| 
And this is as much as I think neceffary concern- 
ing Dif allowances. 

§7. Com 
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f§ 7. Concerning the Consecution of 
4ths and 5ths. 

I Formerly fhewed you (pag. 74) three different 
4*fo, viz,, a Lejfer, a Greater^ and a Middle 4th, 
named Diatejfaron, which for Diftin&ion, I call a 
Perfect 4^, becaufe it arifes from the perfect di- 
viding of an OBave into its qth and pb, as well 
according to the Arith?netical as the Harmonical Di- 
^vijton thereof. 

I These qtks are fo neceflary (or rather unavoid- 
able) in Compofition, that you fliall fcarcely fee 
two, three, or more Parts joined to any Bafs, 
but there will frequently be one of them be- 
twixt fome two of the upper Parts. 

Again, three Parts cannot afcend or Befcencl 
together by Degrees in Mufical Concordance, but 
there ranft (of neceffity) be a Confecution of fo 
many qths betwixt the two upper Parts. 

Now, if that Confecution conftft of different 
qtbs mixed one with another, it is very good : 
But if the qths be of the fame kind, the Confecution 
is not fo allowable. . The Reafon thereof is, that 
qtbs are the reafemblances or reafonances of $tbs 9 
as may be feen in This ; that if you tranfpofe 
the Parts which exhibit thofe ^ths y by placing 
the lower an OBave higher, or fetting the higher 
an OBave lower, thofe qths will be changed into 
$tbs, as you may fee in the following Inftances. 
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Three Aths betwixt the I T/fcra 5^/ betwixt 



Ttaor. 













The Notes tranfpofed are thofe of the Tenor in 
the firft Inftance ; which being placed an OElave) 
higher, and fo made the Treble or higheft PartJ 
in the fecond Inftance, begets three $tbs> inftead^ 
of the former three qths. 

The Queftion now is, whether thefe three $tbs 
being of different kinds, be not allowed in Com- 
pofition (if they be allowed, there is lefs doubt to* 
be made of the qtbs, they being alfo different)! 
Here is no Confecution of Perfects of the fame: 
•kind ; for the middle pb is Imperfect : Neither 
is there any harfhnefs or diffonance offered to the 
Eau 5 fo near as I can perceive. And though Mr. 
Morley (in his ImroduEiion y pag- 75) with other pre- 
cife Compofers of former times, did not allow a J 
Perfect and an Imperfect $tb, to follow immedi- 
ately one the other -/ % yet later Authors, as well 
Writers as Compofers, do both ufe and approve it. ! 

Seel 
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fSee Kircher, in his Murfurgia Univerfalis, pag. 621. 
Dilicentia durum Quintavum ; where he cites HieYoni- 
mus Kapfpergery a very excellent Author, ufing 
two $ths one after another, in divers places of a 
Madrigal, with much Art and Elegancy j and m 
the very beginning of the fame, makes no fcruple 
of -fetting four ^ths PerfeB and ImperjeB one after 
another. The Example is this which follows. 

A s for my own Opinion, I do not only allow 
the Confecution of two phs y one of » them being lm- 
perjeBy but (being rightly taken) efleem it amongft 
the Elegances of Figurate Defiant. 

This I fpeak,fuppofing them to be in fhort Notes. 
But if the Notes be long, as Semibre e ves i and fome- 
times alfo MinumSy I fhould then rather choofe to 
have the PerfeB ph to hold on, till the other Part 
remove to a 6thy before it change to an ImperfeB $th. 

As jor EXAMPLE. 
Not thus, but thus, or thus 5 
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§ 8. Consecution of 3ds and <5ths. 



Binding Cadence ^g^l IScr^fgtn-- -}- ! 
iey are allowable, £B-5~ Z"tpT : c3-~E " ' I 



TWO Greater ids can hardly follow one the o- 
ther, without Relation Inharmonkal ; yet in 
riling by Degrees to 
a Binding Cadence 
the 
as thus 

In which an In- 
ner Part will pro* 
perly come in, as 
you fee in the Ex- 
ample, 

And, by this you 
may perceive that 
Relation Inharmonkal is fometimes difpenfed with ; 
which mud be referred (next after the Ear) to the 
Judgment of the Compofer. 

Two Lejfer ids may follow one another in 
Degrees, as thus. 

But in Leaps they 
will not do £o well. 






7 6 
3 






oizzz: 



v3A 

9* 



^~§zaz 



%9- 



=a ~EJ :: 



Greater 6ths are anfwerable to />/<?*• ids, and 
therefore may follow one another, as you may fee' 
next following. 

Lesser 6ths are like in na- 
ture to Greater ids, and there- 
fore the Confecntion of them 
~'f nil is liable to Relation Inharmo- 
l Q 4ml meal 

Thus you have a fhort Account how ids and 
6ths may follow one another when they are of the 
J fame 
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[ f fame kind As for their change from .Greater or 
Leffer, or the contrary, it is fo natural, that you 
cannot Afcend or Defcend, either in $ds or 6ths, 
but It muft be by a frequent changing from the 
Leffer to the Greater, or from the Greater to the 
Leffer. 

Now, as to their Paffages into other Concords -, 
the moft natural is commonly that which may 
be done with the leaf): remove. 

Hence it is obferved, that the Leffer 6th paflfes 
more naturally into a $th, and the Greater 6tk x 
into an 2 th, as you 111 all fee in the following In-' 
fiances. 



Leftr 6th, 



Greater 6th. 




These little removes by a 'Tone or Semitone, do 
connect or make fmooth the Air of the Mufic, in 
paffing from Concord to Concord ; which, by greater 
removes, would often feem disjoynted. 

I will now fpeak of a Fuge ; which is the prime 
Flower in Figurate Defcant. 

H 4 §9-Oj 
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§ 9- 0/Vvga or Fug e. 

THIS is feme Point (as we term it) in Mujtc 
confiding of 4, 5, 6, or any other number of 
Notes ; begun by fome one fingle Part, and then 
feconded by a following Part, repeating the fame, 
or fnch like Notes; fometimes in the Urn/on or 
OBave, but more commonly and better in a qth, 
or -5 th y above or below the leading Part. 

Next comes in a third Part, repeating the 
fame Notes, commonly in an OBave or Vntfon ,toi 
the leading Part. 

Then follows the fourth Part, in refemblance 
to the fecond. 

The £fth, and fixth Part (if the Compofttkn 
cpnfift of fo many) do follow or come in after the 
fame manner, one after the other; the leading 
Parts {till flying before thofe that follow; and 
from thence it hath its name Fuga or Fuge. The 
Form of it you have in the following Example. 

Example of a Fuge. 
Fuge. 



Ytige. ' ' 
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Fuge. 
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Here you may obferve, that though the lead- 
ing Part begins with an even Note, yet any fol- 
lowing Part may come in upon an odd Note; 
with an odd Reft 'before it, when the Fuge doth 
require it, or permit it. 

Lilewise take Notice, that you are notlo 
ftriftly obliged to imitate the Notes of the leading 

Part, 
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Part, but that you may ufe a longer Note inftead 
pi a fhorter or the contrary, when Occafion fhall 
require. Alfo, you may rife or fall a qtb, or <$th 
either inftead of the other ; which is oftentimes 
requifite for better maintaining the Air of the 
Mufic. 

§ 10. Of Arsin gff Thesin. 

SOmetimes the Point is Inverted, or moves per 
Arfin & Thefin ( as they phrafe it ) that is 
where the Points rifes in one Part, it falls in ano- 
ther, and likewife the contrary ; which produces 
a pleafing Variety : A Figure of it you may fee 
in this Inftance of the former Point. 



Arfin* 



Thefin. 



An Example of it you have in that which fol- 
lows. 

Example of a Fuge per Arfin & Thefin. 
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Thus you fee the Point />«■ ^/?tf 6* 7?;^ fo 
near as I could contrive it in fo fiiort an Ex- 
ample ; only in the jth Bar, the Tenor doth not 
precifely exprefs the Point 3 which I note 'unto 

you 
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you, as being better (of the two) to injure 
the Point, than the Air of the Mufic ; the de-- 
jGgn of a Compofer being to pleafe the Ear, ra-" 
ther than to fatisfie the Eye. Here the Point was 
exprefl both ways in each Part j but it is left to 
your liberty, whether you will have one Part 
maintain ihe Point per Arjin, another per Tbejitt, 
or what other way you fhall think fit to mix 
them ; every Man being matter of his own Fancy. 
* Sometimes the Point is Reverted, or turned 
backward thus : 

But then it 
muft be fuch a 
Point as hath no 
Prick-note in it ; 
becaufe the Prick 
will ftand upon 



Reverted. 
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Arfin* Reverted. 



Thejin. 



Reverted' 



the wrong fide of 
the Note when 
the Point is Re- 
verted. 



§11. Of Doulle Fu g e s. 

SOmetimes the Mufic begins with two or more 
different Points, which the Parts do inter- 
change by turns, in fuch manner as they did in 
the late inverted Fuge per Arfin & Tkefm ; An 
Example whereof you ,have as follows,, 
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Example of two Points moving together in Fug e.' 
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B y thefe Examples you fee what a Fuge is. I 
will now lead you towards the iorming thereof, 
as Children are led when they learn to go. 

§ 12. How 
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v : § 12. Haw to form a Fug e. 

HAVING made choice of fuch Notes as yodl 
think fir for your Point, Prick them down! 
in that Part which you defignto begin your 
Fuge. 

That done, confider which Part you will have 
to follow next ,• and whether in a qth or $th 
above or below the leading Part. Perhaps the 
latter end of the Fuge-Notes which you have PricktJ 
down, may agree therewith. If not, you may 
add fuch other Notes as may, aptly meet the fol- 
lowing Part at its coming in. 

Next, prick down the Fuge-Notes of that fol- 
lowing Part ; and add what other Notes may be 
requifite for meeting of the third Part, which 
(properly) will come in upon the OBave to the 
beginning of the leading Part. 

Then carry on the third Part, by adding fuch ! 
Notes as may" meet the beginning of the fourth 
Part, as it comes in upon an OElave to the begin- 
ning of the fecond Part. And, if ycu rightly 
conceive my Words and Meaning, your Scheme 
will appear like this which follows, according 
to the firft Platform of our firfl Example of a fin- 
gle Fuge. 
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Example offhe fir ft Platform o/^Fuge, 1 
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Having done this, you may fill up the empty 
'places with fuch Concords and Binding as you 
think fitted for carrying on your Compojition ; 
until you repeat the Fuge, in one of thofe Parts 
that begun it ; which may be done either in the 
fame, or in any other Key that will belt main- 
tain the Air of the Mufic ; for good Air is chief- 
ly to be aimed at in all Mujical Compojition. And 
this repeating or renewing of the Fuge or Point, 
feems always more graceful when it comes in after 
fome Paufe or Reft $ by which means more notice 
-is taken of it ; as of a Man that begins tofpeak 
again, after fome little time of filence. 

The fame Method I have (hewed in four Parts, 
may alfo ferve you wherein the Parts be more or 
lefs. 
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§13.0/ Mufic Compofed for Voices. 

THE ever renowned pifcartes, in the beginning 
of his Compendium^ Mufic, infinuates, thatj 
of all Sounds, the Voice of Man is raoft. grateful 1 
tecaufe it holds the greateft conformity with our 
Spirits. And (no doubt) it is the beft of Mufic ; 
if compofed and'expreffed in Perfetlion. & 

More certain it is, that of all Mufic, that ought 
to have the precedence which is defigned to fingi 
and found forth the Praife and Glory of the incom«| 
prehenfible SOURSE, SOU I, ESSENCE,! 
and'AUTHOR of all created Harmony. 

To this Intent, Hymns, Pfalms, Anthems^ Ver-^ 
fides, Refponfaries, Motets, &c. are fet and fung in 
Mufic ; of which no Man is ignorant that hath I 
frequented either the Churches beyond Sea, or thel 
Cathedrals m- England. 

O f thefe forementioned, fome are compofed 
in " Plain Counterpoint ; others in figurate Defiant^ 
with Points, Fuges, Syncopes, mixtures of Difcords>\ 
: &c/accord'ing to what we have {hewed and taught 
.in this prefent Treatife. \ , 

In this divine Ufe and Application, Mufic may! 
'challenge a preheminence above all the other Ma- 
thematical Sciences, as being immediately imJ 
ployed in the higheft and nobleil OiHce that canj 
be performed by Men or Angels. I 

■ Neither, in its civil Ufe, doth it feem infe-j 
rior to any of the reft, either for Art, Excellency, 
or Intricacy. • 

Whether we confider it in its 'theory or Mathe- 
matick Part, which contemplates the Affections, 
Rations, and Proportions of Sounds, with all 
their nice and curious Concerns. 

On 



Figurate Descant. 113 

Or in its PraElick Part which defigns, con- 

I trives, and difpofes thofe Sounds into Co many 

• ftrange and ftupendious Varieties ; and all from 

\ the confequence of no more than three Concords, 

and fome intervening Difcords. 

Or in its A&ive, or Mechanick Part, which 
Midwifes and brings forth thofe Sounds ; either 
by the excellent Modulation of the Voice, or by 
the exquifite dexterity of the Hand upon fome 
Inftrument $ and thereby prefents them to bur 
Ear and Underftanding ; making fuch Impreffion 
upon our Minds and Spirits, as produce thofe 
ftrange and admirable Effects, recorded in Hiftory, 
and known by Experiences 

Any one of which three Parts of Mufic* confi- 
der'd in it felf, is a moft excellent Art or Science. 
But this is a Subject might become a better 
Orator. 

Of Vocal Mufic made for the folace and civil 
Delight of Man, there are many different kinds; 
as namely, Madrigals-, in which Fuges and all o*- 
ther Flowers of Figurate Mufic are moft fre- 
quent. 

O f thefe you may fee many Setts, of 3, 4, 5,' 
and 6 Parts, Publifh/d both by English and Ita- 
lian Authors. Next the Dramatick or Recitative 
Mufic. Then Cwfonets, Vilanellas* Airs oj all forts ; 
or what elfe Poetry hath contributed to be Set 
and Sung in Mufic. Laftly, Canons and Catches 
(of which we fliall fpeak hereafter) are common- 
ly fett to Words : The firft, to fuch as be grave 
and ferions : The latter, to Words defigned for 
Mirth and Recreation. 
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§ 14. Of accomodating Notes to Words* 

WHpN you compofe Mufic to Words, you* 
chief endeavour muft be, that your Notts 
do aptly exprefs tfre Senfe and Humour of them. 
If they be Grave and Serious, let your Mttfc 
be fuch alfo : If Light, Pleafant or Lively, your 
Mufic likewife 'muft be fuitable to them.' Any 
Paffion of Love, Sorrow, Anguifh, and the like, 
is aptly exprefs'd by Cbromatick Notes and Bind-' 
ings. Anger, Courage, Revenge, &c. require 
a more ftrenious and ftirring Movement. Cruel, 
Bitter, Harfh, may be expreft with a Dtfcord ; 
which neverthelefs muft be brought off accord- 
,ing to the Rules of Compofition. High, Above, 
Heaven, Afcend ; as likewife their contraries* 
Low, Deep, Down, Hell, Defcend, may be ex-» 
prefled by the Example of the Hand j which 
points upward when we fpeak of the one, and" 
downward when we mention the other; thQ 
contrary to which will be abfurd. 

You muft alfo have a refpc& to the Points of 
your Words ,• not ufing any remarkable Paufe or 
Reft, until the Words come to a full Point or Pe-^ 
riod. Neither may any Reft, how fhort foever, 
be interpofed in the middle of a Word ; but a • 
Sigh or Sob is properly imitated by a Crotchet or 
Quaver- Reft. 

Lastly, you ought not to apply feveral Notes 
nor (indeed) any long Note, to a fhort Syllable, 
nor a fhort Note, to a Syllable that is long. 
Neither do I fancy the fetting of many Notes to 
any one # Syllable (though much in faihion in 
former times) but I would have your Mufic to 
be fuch, that the Words may be plainly under- 
ftood. 

S 15. of 



Fl & URATE D ESC AN?. II y 

§ ry. 0/ Music defigtfdfor Instruments* 

WE mull now fpeak a little more of Mufic 
made for Inftruments j in which Points, 
Fuges, and all other Figures of Defcant are in 
no lefs (if not in more) ufe than in Vocal Mufic. 

Of this kind, the chief and moft excellent for 
Art and Contrivance, are Fancies of 6, 5, 4, and 
3 Parts, intended commonly for Viols. In this 
fort of Mufic the Compofer (being not limited 
I to Words) doth imploy all his Art and Invention 
fokly about the bringing in and carrying on of 
thefe Fuges, according to the Order and Method* 
"formerly (hewed. 

When he has tried all the feveral ways which 
he thinks fit to be ufed therein $ he takes fome 
other Point, and does the like with it ; or elfe, 
for variety, introduces fome Cbromatick Notes, with 
Bindings and Intermixtures of Difcords ; or, falls 
[into fome lighter Humour like a Madrigal, or 
what elfe his own Fancy (hall lead him to : But 
{till concluding with fomething which hath Art 
and Excellency in it. 

Of this fort you may fee many Compofitione 
made heretofore in England, by Alfinfo Ferabofco 
^Coperario, Lupo y White, Ward, Mico, Dr. Colman, 
and many more now deceas'd. Alfo by Mr. Jen- 
kins, Mr. Lock, and divers other excellent Men, 
[Doctors, and Batchelors in Mufic. 

This kind of Mufic (the more is the pity) is 
pow much neglected by reafon of the fcarcity of 
Auditors that underftand it ; their Ears being 
better acquiinced and- more delighted with light 
and airy Mufic. 

I 2 ' Ths 
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The next in dignity after a Fancy,, is a Pavan ; 
^hich'fome derive from Padua in- Italy ; at^firft' 
ordained for a grave and ftately manner of Dan- 
cing (as mod Inftrurnental Mufics'were in their 
feveraf Kinds, Fancies and Symphonies excepted) 
but now grown up to a height of Compofition, 
made only to delight the Ear. 

A Pavan (be it of 2, 3, 4, 5, or 6 Parts) both 
commonly confift of three Strains ; each Strain to 
be play'd twice over. Now, as to any piece of| 
Mufic that confifts of Strains, take thefe follow- 
ing Obfervations. 

All Mufic concludes in the Key of its Com- 
petition ; which is known by the Bafs, as hath 
been fhewn. This Key hath always other Keys 
proper to it for middle Clofes (fee fag. 36, 37.) 
If your Pavan (or what elfe) be of three Strains ; 
the firft Strain may end in the Key of the 
Compofition, as the laft doth ; but the middle 
Strain' muft always end in the -Keyof a middle 
Clofe. 

Sometimes the firft Strain does end in a mid- 
dle Clofe j and then the middle Strain muft end] 
in fome other middle Clofe ; for two Strains 
following immediately one another, ought not 
to end in the fame Key. The reafon thereof is 
obvious ; to wit, the ending ftill in the fame! 
Key, doth reiterate the Air too much ; and difj 
ferent endings produce more variety. Therefore^ 
when there are but two Strains, let the firft end -i 
in middle Clofe, that both Strains may not end) 
a like. 

I do confefs I have been guilty my felf of this 
particular Faulty (by the Example of others) in 
fome things which I compofed long fince 5 but I 
willingly acknowledge my Error, that others may" 
avoid it. 

N E X Tf 
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Next in courfe after a Pdvdn follows a Giliard, 
confifting fomerimes of two, and fometimes of 
three Strains. Concerning their Endings, I re- 
fer, you to what was laft faid of a Pavan. This 
(according to its name) is of a loftly and frolick 
Movement. The Meafure of it always a Uripla, 

of three Minums to a Time. . ... ' 

An Almane (fo called from the Country whence 
1 it came, as the former from Gallia) is always fee 
[in Common ^time like a Pavan ; but of a quicker 
! and more airy Movement. It commonly hath 
but two Strains, and therefore the firft ought to 
lend in a middle Key. 

In thefe, and other airy Mufics of Strains, 
• which now pafs under the common name of Airs, 
Jyou will often hear fome touches of Points or Fu- 
Jges; but not infilled upon, or continued, as in 
. Fancy Mufic. : y^ 

I need not enlarge my Difcourfe to things fo 
common in each ones Ears, as Corants, Sarabands, 
'jiggs, Country- Dances, &c. of which forts, I have 
I known fome, who by a natural. aptnefs and ac- 
t cuftomed hearing of them would make fuch like 
(being untaught) though they had not fo much 
1 skill in Mufic as to Prick them down in Notes. 
Seeing this Compendium cannot contain Ex- 
amples of all thefe which I give you account of, 
j I would advife you to procure fome of fuch kinds 
as you mod affect ; and Prick them down in Score, 
one Part under another, as the Examples are fet 
, in this Book ; that they may ferve you as a Pattern 
imitate. 

But let them be of fome of the beft efteesned 
Compofers in that kind of Mufic. 

I 3 "Yotf 
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You need not feek Outlandifh Authors, effce- 
cially for Inftrumental Mujic ; no Nation (in my 
Opinion) being equal to the Engliffi m that way; 
as well for their excellent, as their various and 
numerous Conforts, of 3, 4, £, and 6 Parts, made 
properly for Inftruments, of all which (as I faid) 
Fancies are the chief. 
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COMPENDIUM 
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Praflical MUSIC. 

The Fifth PART. 

Teaching the Contrivance of Canon. 

§ i . Concerting Can on. 

A Canon is a F#g*, fo bound- up, or redrai ti- 
ed, that the following Part or Parts mint 
precifely repeat the fame Notes, with the r 
fame degrees rifingor falling, which were 
expreffed by the leading Part ; and becaufe it is 
tied to fo ftrieVa Rule, it is therefore call'd a Canon, 
Divers of our Country Men have been excellent- 
in this kind oiMufic ; but none (that I meet with) 
have publifh'd any Inft-rudions for making a Canon* 
Mr. Elway Bevin profefTes fair, in the Title Page 
of his Book ; and gives^us many Examples of ex- 
cellent and intricate Canons of divers forts ; but not 
one Word of Inftru&ion how to make fuch like. 

I 4 Mr. 
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My. Morky in his Introduction fo-Mufic, fag. ljil 
Says thus [A Canon may be made in any diflance com- 1 
frehended within the reach of the Voice, as the 3, '$,-5,1 
7, 8,^10,11,12, or other, but fur the Compojition of 
Canons, no general Rule can be given, as that which 
is performed by plain fight, wherefore 1 will refer it to 
your own Study, to find out fuch Points as you fhaU 
think fittefl to be followed, and to frame and make them 
fit for your Canon, 

If, as Mr. Morley fays, no general Rule can be 
given, our-bufinefs muft be to try what helps we 
can afford a Learner towards the making of a 
Canon, I am the more inclined to offer unto you 
this little Effay upon it, becaufe the Exercife 
thereof will much enable you in all other kinds of 
Compcfiticn ; efpecially where any thing of Fuge is 
concerned, of which, it is the Principal. And I 
will direct you in the fame Method which I did 
before, in contriving a fingle Fuge; that is firft, 
to ftt down your material Notes ; and then to ac- 
comodate your ether Defcant to thofe...2\te. „ 

§2. Canon of Two Parts. 

Tli 7E will, for more eafe, begin with two Parts; 
V V and I will take the firft. two Semibreves of 
a former Fuge ; to let you fee the way and man- 
ner of it. The Canon fliall be fet in a ph above, 
and then your firft Notes will ftand thus : 

- r tj —X By $th, 6th, jth,"8ic. 
-Q:~ B Z:i above or below is under- 
ftood the diflance of-the 
Key betwixt the begin- 
ning Notes of either 
Part. 
Having fet down your 
beginning Notes, ycur next bufmefs is, to fill up 

thae 
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that vacant fpace in the fecond Bar, with what 
Defcant you pleafe ; which may be done in this 
manner. 
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Now, feeing that this 
following Part mult al- 
£o fing the fame Notes, 
in a 5th above \ it ne- 
ceflarily follows, that 
you muft transfer the 
laid new Notes, to the 
upper Part, and apply new Defcant - to Them 
alfo * and in this manner you are to proceed 
from Bar to Bar ; flill applying new Defcant to 
the laft removed Notes. 

I n this manner you may continue Two Parts 
in One, to what length you pleafe. A fhort Ex- 
ample may fufEce to let you fee the way of it. 

EXAM? LE. 
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Take Notice, that the Canon ends where you 
fee the little Arches over either Part. The reft 
is only to make up the Conclufion, as we com- 
monly do; unlefs we defign the Parts to begin 
over again, and fo to go round without a Con- 
clufion. 

- In the foregoing Example, the following Part 
came in above the other Part ; we will now take 
a View of it coming in under the leading Part, 
and ar'ter a Semibreve Reft. The Method is the 
fame ; only in this, we muft remove the new 
added Defcant downwards, as before we carried 
it upward 5 flill making new Defcant to the lafl; 
removed Notes. 

t 
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Whe titer your following Part comes in after 
a Semibreve or Minum Reft, more or lefs, the me- 
thod is the fame ; as you may fee in this next 
following ; in which, the lower Part comes in af- 
$er a Minum Reft. 
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Neither is there any more 'difficulty in fet- 
ting your Canon a jth> $th, or any other diftance 
either above or below, than in thofe which I 
have already fhewed ; as you may fee by the next 
following fete in a 9th above. 



EXAMPLE. 



This, J fuppofe is fuffieient to let you fee, 
with how much eafe (being a little exercifed in, 
it) Two Parts in one may be carried on, to what 
length or fhortnefs you pleafe. 

§ 3. Ca- 
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beginning Notes of 



§ 3. Canon of Three Parts. 

WE will now make trial of Three Parts in 
One, carried on by the fame Method. In 
which the Notes of the leading Part muft be re-' 
moved upward or downward, according as the 
following Parts come in, either above or below 
the leading Part. 

I will nrft fet down the 
each Part, as I formerly did 
of a fingle Fuge, that you 
may fee the firft Platform 
thereof, thus : 

That being done ; the 
firft bufinefs is, to fill up the 
fecond Bar of the leading 
Part, with fome Note or 
Notes which may agree with 
that Part which came in 
next after it, and add the faid Note or Notes to 
each of the other Parts in this manner: 

Then fill up the third 
Bar of the leading Part 
with fome Note or Notes 
which may agree with 
both the other Parts ; 
dill adding the faid Note 
or Notes to the other 
Parts. And thus you 
are to do from Bar to 
Bar. 





But if you perceive that your following Parts 
begin to run counter one upon another by thefel 
additional Notes ; you muft then try fome other! 
way j either by putting in a Reft, or by alter-' 

ing 
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ing the Courfe or Notes of the leading Part ; and 
and in this particular it is (as Mr. Murky faid) 

that Canon is performed by plain fight. 

, - * 

Example of -Three Parts in One. 
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I f you would have your Canon to go round ; 
the Conclufion muft be omitted ; and each Part 
muft begin again, when it comes to the Note 
which is marked with a little Arch over it, 
where the Canon ends : And the Refts which 
are fet at the beginning, before the following 
Parts ; rauft be left out ; and then the ufual way 
of Pricking it down, is only the leading Part, 
fet alone $ with Marks directing where the other 
Parts come in, as follows : 

A Canon in the 5 th below, and fourth above. ' 
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Hear me O Lord, and let my Cry come to thee. 

U-of 
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, §4. Of Canon iu Unison* 

TH E fame Method might ferve for a Cotton m| 
Vnifon : That is to fay, The leading Part] 
muft be accomodated to the following Part, whenl 
it comes in ; and to both Parts when they found 
together. 

But I will give you a nearer Notion of it : 
In reference whereto, you may confider, that! 
feeing each Part doth begin in the fame Tone, 
it neceflarily follows, that the foregoing Parts 
mufl move into the Concords of the faid Tone 5 
either Afcending or Defcending ; and by this 
means the Sound of the fame Tone will be conti- 
nued fo long as the Parts move in the Concords 
of that Key. 
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B y this you fee what Concords your Canon 
muft move into ; your care being no more than 
to avoid the Confecntion of Peyjetis of the fame 
lrind> and to difpofe your Parts (fo much as you 
can), into different Concords, 
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Example of Can on in Unison. 
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§ 5* 0/ Syncopated <?r Driving Canon* • 

// 

THERE is another fort of Cation in Unifon, 
in which the following Parts come in upon 
a .CrotcJoet, or upon a Minum Reft y one after ano- 
ther; and this kind of Gzhqh may be applied to 
any Ground of Plain Song, confuting of Semi- 
breves, or of Breves, if you double the length of 
the Defcant Notes, 

I will firft (hew the way of it upon Semibreves 9 
moving by Degrees. 
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The Figures (hew the Concords of the lead- 
ing Part to the Ground both Afcending and 
Defcending. If the Ground confift of Breves^ 
the length of the Defcant Notes muft be dou- 
bled. And this I think may fuffice, to let you* 
fee the order of your Defcant, in' thofe Places 
where the Ground of Plain Song (hall rife or fall 
by Degrees. 

I will now let you fee how to order your De- 
fcant}! when the Ground (hall move by Leaps. 

I n which the movement of your Defcant mufij 
be from -$d to 3d, and your leading Part muft 
alfo meet each Note of the Ground in a 3^, both 
which are eafily effected, as you may fee by the 
following Inftances. 
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Or thus. 
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Also you- have liberty to break a Minum into > 
two Crotchets, and to fet one of them in an Oftave/ 
above or below, when there fhall be Occafion for it. 

You (hall now fee the former Degrees and 
thefe Leaps, mixed one with another in this fol- 
lowing Example. 

A 4. Canon in Unison to a Ground. 
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Her e you fee the leading Part ftill beginning 
upon a $d to each Note of the Ground : Alfo a 
6th and ph following after the 3d, to meet the 
next Note of the Bafs when it rifes one Degree ; 
according to what was (hewed in the Example of 
J)egrees. 

I will now fet down this Canon in plain Notes, 
that you may better perceive, both the Syncopa- 
tion, and alfo how the Parts move from 3d to 3d, 
excepting where the Bafs removes but one Degree ; 
in which places they make a Leap to a 4th. Alfo 
you may obferve, in the leading Part (and like- 
wife thofe that follow) two Places, where a M- 
num is broken into two Crotchets, and one of them 
fet an OEiave lower, for better carrying on the Air 
of the Defcant, and keeping the Pares within due 
Compafs. 
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W e will try one Example more in this way, 
ppon longer Notes of the Ground ; the Befcanc 
piotes bein^ made proportionate thereto. 
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A 4. Canon in Unison. 
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In thefe Syncopated Canons you may obferve, 
that two of the Parts do move up and down in 
an even Meafure 5 and the other Part (by reafon 
of its coming in upon an odd Reft) doth drive or 
break in betwixt them. 

- K 2 After 
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Afthr the fame manner of Syncopation or dri- 
ving, Canons may be made (though not upon a 
Ground) the Pares being fee a 4^, $tb or 8*6 one 
from another ; as you may fee by thefe two fol- 
lowing, made by the excellent Mr. Matthew Lock, 
Compofer in Ordinary to His Majefty. 

A 3. Canon in the 8th and 4th below. - 
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A 2." Canon in the 5th below, and 4th above. 
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The Rule or Method of which is this; that the 
Farts (whether Afcending or Defcending) proceed 
from $d to 3d, like the former two Canons in Vni* 
Jon : And break off to a 4?/? the contrary way, to 
keep the Canon in due decorum; which otherwife, 
would Afcend or Defcend beyond due limits. 

The 
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The pofition of the Parts, is according to the 
Harmonical Divifion of an OBave, which hath its 
$th in the lower Place. * The Driving Partisthe 
Sub-OBave ; as : you may perceive in their Exam- 
ples. 

§ 6. Of Canon a Note Higher or Lower. 

CANON a Note Higher, is when each Part 
comes in a Tone or Note above another $ as 
you may fee in this next following 5 made by the 
forenamed Mr. Mat. Lock (to whom I do acknow- 
ledge my felf much obliged, both for his Suggefti- 
ons and Afliftance in this Treatife) This de* 
pends upon fight ; and therefore no Rule to be 
given ; excepting the helps formerly mentioned. 

• Canon a Note Higher. 
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Canon a Note Lower, is when the Parts come 
in a Tone or Note under each other ; as you may 
fee by the next following ; made by our firft pro- 
pofed Method ; with fome little reference to 
fight. 
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Which, may be Prick t in one fingle Parr, and 
ftiarked in manner as follows : 

A 3. Canon a Note Lower. 

^-ZI"T~::g:5:|| Where Note, that the fol- 

g£P-pp-~ : F-f| l° w * n g Parts come in, as they 
6jh-h-hl —If £^ anc j j n b' ac k war( i order, be-' 

hind the leading Part : And this is- the belt way' 
of marking a Canon ; efpecially, when the fol- 
lowing Pans come in upon feveral Keys 5 which 

may 
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may be known by the feveral Cliffs, which de- 
note thofe Keys, and do alfo (hew the compafs 
of the Canon. 

§ 7. Of Canon Rifing or Falling a Note. * 

THERE is another fort of Canon which Rifes 
or Falls a Note each time it is repeated ; 
and may be Compofed by our firfl Method ; only 
you muft contrive it fo, that it may end aptly for 
that purpofe. 

EXAMPLE., 

Canon Rifing a Note each Repetition. 
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Canon Falling a Note each Repetition. 
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§8. Of Retrograde Canon, or Canon 
Re&e~& Retro. 

SOME Canons are made to be Sung ReEle & Re- 
no (as they phrafe" it) "that is. Forward and 
Backward ; or one Part Forward and another Back- 

K 4 ward 
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ward.; Whi^.maylfeem a great : My fiery, and a 
bufinefs of much Intricacy, before one know the 
way* of doing ic ; but that being known, it is the 
eafieft of all forts of Canons. This which follows 
fhall ferve for an Example of it. r; 

Cano : n Re&e & Retro, 
^z-=F|:szp_|z:_:t&^:td:a1d^id:g:i-Drt:: 



far; 

Reverted thus. 
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Either of thefe alone, is a Canon of two Parts; 
one Part fingirig Forward ; the other beginning at 
the wrong end, and finging .the Notes backward. 
The* Compofition whereof is no more than this 
which follows. j 

. Only the end of 
rtHil one Part is joined to 
.:| -the end of the other 
in a retrograde Form ; 
as upon examination 
you will eafily find ; 
. if you look back up- 
on the flrote which you fee drawn through the 
middle of either. And after the fame manner you 
may add more Parts to them if you pleafe. 

There Js another way of Compofing Mufic 
to be play "d or fung forward and backward (much 
to the fame effed) which is, by making the Parts 
double, as two^fe; two Bajfes, &c. as you fee 
here following.- ' 
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Here you have two Trebles and two Baffes ; 
which, as they now ftand, may be played or fung 
as well backward as forward, and will refemble 
a LefTon of two Strains; the firft forward; and 
the fecond Strain backward ; as upon trial you 
will perceive. But if you would have one Part 
to be fung backward whilft the other fing for- 
ward ; you muft then turn one of the Trebles 7 and 
likewife one of the Bajfes, the contrary way ; and 
joyn them together, fo, that their two ends may 
meet in the middle of the LefTon ; as you fee in 
the following Example ; and then the Harmony 
will be right, whether you fing them backward' 
or forward ; or one Part forward and the other 
Part backward. Likewife, two may fing the Tre- 
ble i one forward, the other backward ; and o- 
ther Two, the Bafs in like manner •, and then it 
is a Qcrnm of four Parts in two. 
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EXAMPLE. 

I n like manner you may compofe fix Parts in 
three ; or eight Parts in four, by adding two 
Alts, or two Tenors, or both ; and then joining 
their ends together, as we did thefe Trebles and 
Baffes. 

By this which hath been fhewed, I fuppofe 
you fee the way of Retrograde Defcant. But I 
muft advertife you, not to fet any Notes with 
Pricks after them, in this way of ReEle & Retro ; 
becaufe the Pricks in the Retro will ftand on the 
wrong fide of the Notes. Alfo, you muft be wary 
how you ufe Difcords therein ; left, in the Re- 
vert or Retro they hit upon the beginning inftead 
of the latter Part of the Note. 

§ 9. Of Double Descant. 

IT is called Double Defcant when the Parts are 
fo contrived, that the Tretk may be made the 
Bafs, and the Bafs< the Treble- I will give you an 
Exampleof it in Cannon-, per Arfm&Thefin, that 
(for brevity) I may comprife both* under one; as 
in the Example next following. 



Don- 
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This may feem 
a difficult bufinefs 
to one that is not 
very ready in his 
fight, .but I (hall 
render it as plain 
and eafie as I did 
the firft Examples of two Parts in one ; for it 
'may be performed by the fame Method. Only 
in this, you mult invert the Notes as you place 
them in the following Part ; accomodating your 
New Defcant (Bar after Bar) to the Notes fo in- 
verted ; as you may eafily perceive by this In- 
ftance of its beginning. 

But I mull: give 
you one Caveat; 
which is, that you 
rauft not ufe any 
$ths in this kind- 
of Double Deft 
cantjUnlefsinPaf- 
fage or Binding like a Difcord ; becaufe, when 
you change ; the, farts, making That the Treble ■> 
which before was . the, Baff .(which is called, the 
Reply} thofe.5*fo t will be changed into qths. 

s 7k 



itance of its beginning. 
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The^ Cto/z begun in U^z/cw ; which, in the 
Reply, is changed into an Stb : But the fame Me- 
thod ferves in what diftance foever it be fee. 

§ 10. Of Canon to a Thin Song pofofed. 

I Shewed you formerly how to Compofe a Ca- 
non^ in Unifon to any Ground of Plain Song 
confifling of Se?nibre<ues or Breves ; and gave you 
Rules for it.- But this which I am now to fpeak 
of, cannot be reduced to any Rule (that I know) 
as depending roeerly upon fight ; and therefore all 
we can do 3 is only to give you what help or af- 
fiftance we, are able, towards the effecting of it. 

We will take (for Inftance) one of Mr. Elway 
BeviitSy not to be named without due praife for 
his excellent Book of Canons, Printed 1631, where 
you have Examples of Canons upon the iame Plain 
Song in all the diftances contained 'in an Otfave ; 
of which this is one. 

Now* 
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Now, as to the Contrivance. Firft, you are to 
confider, what Notes will ferve your prefent pur- 
pofe for the leading Part, and aifo futeyour fol- 
lowing Part in reference to the next Note of the 
Plain Song. When you have found out Notes that 
will fit both thefe Occafions, Prick them down, 
and then your beginning 
will fland in this manner. 

Then you are to fill up 
the vacant Bar of the lead- 
ing Part, with fuch Notes 
as may alfo ferve the fol- 
lowing Part in reference to* 
the next fucceeding Note 
of the Plain Song j thus, 
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And in this man- 
ner you are to pro- 
ceed, from Bar to Bar ; 
ftill 

Bar of the 
Part, with fuch Notes 
as may agree, botji 
with the prefent Note 
of the Plain Song, and 
ferve 



filling the empty 
leading 
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ferve the following Part for the next Note of th^ 
Plain Song alfo. 

The fame Method is to be obferved though, 
the Plain Song be placed betwixt, or above thej 
other Parts. As alfo, whether your Canon be fet 
in a 4*A, 6th, jth gth, or any other diftance ei- 
ther above or below ; as you may fee by chefe two! 
following Examples : 

Canon in the 13th below. 
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Canon /» the pth ^ow. 
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§11- 0/ Catch or Round. 

IMuft not omit another fort of Canon, in more 
requeft and common ufe (though of lefs dig- 
nity) than all thofe -which we have mentioned; 
and that is, a Catch or Round : Some call it a Ca- 
non in Vnifon 5 or a Canon confiding of Periods. 
The Contrivance whereof is not intricate ^ far, if 
you compofe any fhort Strain, of three or four 
Parts, fetting them all within the ordinary com* 
pafs of a Voice 5 and then place one Part at the 
end of another, in what order you pleafe, fo as 
they may aptly make one continued Tune j you 
have fmiflied a Catch : 

EXAMPLE. 
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Here you have the Parts as they are Compo- 
[ fed j and next you fhall have them fet one at the 

end of another, with a Mark directing where the 
' following Parts are to come, in * as you fee in this 

following Example. 
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A Catch of Four Parts. 
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Having given you thefe Lights and InftrucTri-' 
ons Tor the' Contrivance 'of Canon, which is the 
Jail and (efleemed) the intricate!!: Part of Compo- 
fition \ I muft refer the Exercife of it, to your 
own Study and Induftry. ' 

And now I have delivered (though in brief) all 
fuch Inftru&icns as I thought chiefly neceffary 
for your Learning of Practical Muftc. But it refts 
on your Part to put them in Practice $ without 
which, nothing can be effe&ed. For, by Singing 
a Man, is made a Singer $ and by Composing he 
becomes a Compofer. 'Tis Practice that brings 
Experience * and 'Experience begets that Know- 
ledge which improves all Arts and Sciences. 
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